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Abstract
James Harvey D'Egville, dancer, 
choreographer and man of the theatre, was 
the only British choreographer of note on 
the international ballet scene between John 
Weaver in the early years of the 18 th 
century, and Anton Dolin and Ninette de 
Valois in the early 20th. During his sixty- 
year career in the theatre he worked with 
many of the most illustrious dancers and 
choreographers of his day, he was a pupil of 
both Dauberval and Noverre; he danced with 
Vestris, Didelot, Vigano, and Aumer; and 
brought both Deshayes and Blasis to London. 
This thesis examines D'Egville's 
contribution to the English ballet through 
a study of his theatrical family background, 
training, career, and his works for the 
theatre, and attempts to explain his 
comparative invisibility in the 20th 
century.
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1.1 Introduction
On the evening of Thursday 12 February 1795, after an 
unprecedented 54 rehearsals, the new stage at the Theatre 
Royal Drury Lane at last received a production designed to 
make the most of its vast dimensions, Alexander the Great; 
or. The Conquest of Persia, a pantomime ballet on a vast 
scale and which used actors, singers, dancers, a menagerie 
of animals, and two hundred soldiers. Its British-born 
choreographer, James Harvey D'Egville, then aged only 
twenty-five, performed the title role.
D'Egville, a dancer, choreographer, teacher, and theatre 
manager, had an active career lasting over sixty years. He 
was the most prolific British-born choreographer since John 
Weaver and the most important native talent in ballet 
between Weaver and the twentieth century 
dancer/choreographers Dame Ninette de Valois and Anton 
Dolin. It is curious, then, that he is not better known. 
The question that prompts this research is whether he 
merited more than the relative obscurity which the 
twentieth century has afforded him.
D'Egville's celebrity as a dancer might be inferred simply 
from the existence of an outstanding aquatint engraving 
[plate 3] made in the early years of the nineteenth 
century, which depicts A. J. J. Deshayes and D'Egville in 
a scene from a ballet first produced in 1804, D'Egville's 
Achille et Deidamie. The print shows two male dancers in a 
pas de deux performing a 'lift' - D'Egville is holding his 
partner, Deshayes, above his head. Modern audiences are 
accustomed both to 'lifts' and to men dancing together but 
both the setting and the story of this ballet is strictly 
classical.
The ballet in D'Egville's day was clearly very different 
from that which is seen today - though one ballet which 
D'Egville knew well, Dauberval's La Fille mal gardée, is 
still performed. D'Egville studied under Dauberval and 
produced La Fille mal gardée for the London Opera, and many 
of his own ballets were made in a similar genre, but the 
narrative classical ballets d'action of Vestris and Noverre 
are gone forever.
D'Egville produced his last ballets in London in 1836. But 
it is worth asking how a veteran like D'Egville, who had 
danced on the London stage as a child in the season of 
1780-81 when the Vestris' had conquered London society, was 
still creating ballets in the age of Taglioni and the 
'Romantic Ballet.'
views of the ballet of the past are dominated by those few 
works of the period which have survived (in whatever form) 
and, in this era, particularly by Jules Perrot's 
masterpiece Giselle. The popularity of ballet as a theatre 
art in the era when Giselle was created is well documented 
and the name generally given to ballet at this period is 
'The Romantic Ballet'. This term is used by different 
authors to mean different things and covers a wide period 
within the nineteenth century from around 1820 to 1860 and 
often beyond. The period prior to this is often referred to 
CVS 'The Pre-Romantic Ballet'.^
These divisions of ballet into different 'eras' are 
problematic. The lines are drawn at a later date, and 
generally by authors who are trying to create categories 
which reinforce their own assessments by including or 
excluding problematic, unclear, or transitional works. To 
label, as Marian Hannah Winter^ does, all ballet between 
the court ballets of Louis XIV and Taglioni's debut at the 
Paris opera as 'Pre-Romantic' is unhelpful in the extreme. 
The result of this over-generalised classification is that 
more than one hundred years of dance history is defined by 
the thirty or so years that immediately followed it.
One major problem in dealing with issues of dance history, 
especially in this period, is that ballet developed 
unevenly, at different rates in different places, and a new 
fashionable genre could have been exhausted in London and
Paris before it reached the court theatres of central 
Europe. Even within the same city, different theatres had 
distinctive audiences and house style.
In Paris and London there were two distinct ballet 
traditions working side-by-side; an international ballet, 
which was dominated on both sides of the English Channel by 
the Paris Opera, and a native ballet, which drew new blood 
and ideas from the French provinces, the London Opera, and 
the Italian state theatres. In Paris the ballet of the 
boulevard theatres, like the Opera in London, provided new 
dancers and new opportunities for choreographers which were 
not offered at the Paris Opera. In this regard the 
situation in pre-revolutionary Russia provides a similar 
model - the ballet of St Petersberg was fully international 
and that of Moscow, national. These points are, naturally, 
simplifications, but point up the inevitable problems of 
trying to use a strictly chronological model on a large 
scale - a problem which is exemplified in Winter's 
otherwise excellent book.
The arts of the theatre did not exist in a vacuum, however 
self-contained and isolated they might seem to be from time 
to time. In attempting to classify the movements within the 
European ballet tradition it might be useful to consider 
some of the terms used in other branches of the arts to 
describe similar periods. The closest branch to ballet is 
music, and in musical writing the terms 'Classical' and
'Romantic' are frequently used but are difficult to define. 
In the 'Decorative Arts', the term 'Chinoiserie' is used to 
define a particular genre of decoration which had a 
cyclical popularity in the seventeenth and eighteenth 
centuries. 'Chinese Chippendale' is a more precise term for 
one of these cycles of popularity and Noverre's The Chinese 
Festival performed at Drury Lane in 1755 belongs 
specifically to this period, just as D'Egville's La Fete 
Chinoise and Didelot's Ken-si and Tao are later examples of 
the continuing popularity of this genre. 'Neo-Classical' is 
another useful term, and this time a more general one. 
Classical revivals also happen in cycles and the end of the 
eighteenth century saw, in the Napoleonic Empire 'Style', 
an all-pervading classicism which was also reflected on the 
stage of the Paris Opera and elsewhere.
In painting, classifications such as 'History Painting' 
could be linked to the ballets based on historical subjects 
and the classical authors, and 'Landscape' to those ballets 
which treated exotic locations and situations. The 
popularity of Swiss, South American, or Indian locations 
remains fairly constant throughout the eighteenth and 
nineteenth centuries. 'Genre' paintings were mirrored in 
the comedy ballets, for example Aumer relates that 
D'Auberval produced his masterwork La Fille mal gardée 
after seeing an engraving of a country scene of a mother 
scolding a young girl [plate 4]. These rustic subjects were 
extremely popular and the engravings of artists such as
Sigmund Freudenberger and the 'Swiss school' (which 
operated in France) reflect the contemporary taste for 
rustic simplicity [plate 5].
The popularity of authors such as Lord Byron and Sir Walter 
Scott was reflected in the settings and scenario of 
contemporary ballets. Romantic elements, exotic settings 
and more realistic scenery were introduced to the theatre 
soon after. In painting, artists such as De Louthebourg, 
who is considered one of the first of the Romantic 
landscape artists, had been working as a theatrical 
designer and painter of scenery for David Garrick as early 
as the 1760s. In later works the identification of elements 
as 'Romantic' may be only the result of a traditional view, 
for example, there is nothing in the scenario or even the 
music of Giselle which would preclude our viewing it as 
anything other than a work of art in the eighteenth century 
gothick tradition.
To examine the relationships between these ideas of the 
ballet of the period and to assess the value of James 
Harvey D'Egville's work, both as a dancer and as a 
choreographer, it is necessary to look at his career in 
terms of the theatre of his own time and the theatre in its 
widest definition including all the theatrical arts, their 
settings and developments within D'Egville's lifetime.
1.2 Two Twentieth Century Views of James Harvey D'Egville.
George Chaffee and Ivor Guest.
James Harvey D'Egville is not completely absent in the 
literature of our own century. Two writers on dance have 
written on D'Egville's life and work: the American
iconographer and dance historian George Chaffee, in a 
special issue of Dance Index in 1943, and Ivor Guest, the 
English chronicler of the Romantic Ballet, in The Romantic 
Ballet in England published in 1954. Both authors had a 
limited interest in D'Egville, seeing him solely as a 
figure in the 'Romantic Ballet', but they hold very 
contrasting views both of his character and his importance.
In a wartime issue of the American dance magazine Dance 
Index George Chaffee produced a catalogue of souvenir dance 
prints prefaced with an extended essay entitled The 
Romantic Ballet in London; 1821-1858. Some Hitherto 
Unremarked Aspects (1942). In his essay he makes a 
distinction between the 'international' and the 'native' 
ballets using the first of these two distinct historical 
categories to refer to 'The Continental Ballet in London' 
and, secondly 'The English Ballet in London.' Though 
Chaffee chronicles the influence of continental dancers on 
the London ballet scene, he makes a convincing case for the 
importance of the ballet establishments at the patent 
theatres.
Chaffee's historical writing grew out of his study of the 
iconography of the period which provided an established set 
of dancers around which he could build his history. This 
approach might have been responsible for limiting his 
discussion only to those dancers who are represented in his 
catalogue. This was, however, clearly not his intention. 
Having read extensively around the subject he attempted to 
give a wide history of the ballet in London throughout his 
chosen period, well beyond the limits of his catalogue. As 
an example of this thoroughness he shows a woodcut from the 
pages of the Illustrated London News of the dancer Miss 
Ballin. There are nearly sixty such woodcuts which fall 
within his period but he has excluded the rest of them from 
the catalogue (which is only of 'art-prints'), but he 
wrote; "She (Ballin) had to be pictorially present here"^
In 1954 Ivor Guest's The Romantic Ballet in England was 
published, thirteen years after Chaffee. The title is 
somewhat misleading as the subject of the book is confined 
to the Romantic Ballet in London and more specifically 
focused on the dancers who appeared at Her Majesty's 
Theatre. Guest relies heavily on the newspapers of the day, 
supplemented by standard sources such as the Dictionary of 
National Bibliography and books of reminiscences. A close 
reading of the text reveals that much of the material of 
the book either quotes or gives a precis of these newspaper 
articles.
Guest devotes two pages of The Romantic Ballet in England 
to James Harvey D'Egville, where they form half of chapter 
III which is entitled 'Two Pre-Romantic Choreographers: 
D'Egville and Didelot.' Guest sees their works as bridging 
the gap between
the productions of Noverre, still hampered by 
stylized scenery and costumes, on the one hand, 
and the imaginative creations of Aumer, Fillipo 
Taglioni, and Perrot on the other.
Guest 1954 p.22
It is clear from Guest's quotes that, compared to Didelot, 
he does not think much of D'Egville. He refers to him as 
useful, competent, convenient, bad tempered, and dismisses 
him as someone who produced some 'very good, though not 
outstanding dancers'.
The clearest difference between these two writers is their 
attitude to native dancers - a crucial factor in the 
assessment of D'Egville and his work. Prejudice against 
native dancers was not confined to D'Egville's era. The 
British ballet scene in the twentieth century is as 
dominated by the Russification which followed Diaghilev's 
Ballet Russe seasons as was D'Egville's by the triumph of 
the Vestris'. In D'Egville's day native dancers whose names 
were not sufficiently foreign for the Opera subscribers 
taste, translated their names into French - Mile. Obrien 
(O'Bryan), M. Silvain (James Sullivan), Mile. Lydia (Lydia 
Thompson), and many others. In the twentieth century 
Russian names - Dolin, Markova, Butsova, etc. disguised our
native dancers, and have given the public some nominal 
protection from the embarrassing sight of an apparently 
native dancer on the English Stage.
Nine British dancers are included in Guest's full list of 
featured dancers at the London Opera, but with the other 
London theatres where ballet was featured he gives a 
'Selected List of Principal Dancers Appearing at Other 
London Theatres' (Appendix E). This list's earliest entry 
is for the season of 1791 and its latest 1879. It contains 
the names of only two British dancers - Clara Webster 
(whose tragic death after catching fire on the stage of 
Drury Lane could hardly be overlooked) and James Sullivan 
(given in the list as Silvain, the name under which he 
danced as Fanny Elssler's partner). Guest's final verdict 
on the native ballet is unequivocal
If there could be said that there was then an 
English school of ballet, it was a very minor 
one, and certainly almost negligible 
historically. Ballet, as it was seen in London 
during the Romantic period, was primarily a 
foreign importation, and what efforts were made 
by native artistes were little more than a pale 
reflection of the glories to be seen at the Opera 
House.
Guest, 1954. p.136
Chaffee's work is the earlier by ten years, and Guest makes 
it clear in his book that he is familiar with Chaffee. But 
the wide differences between their views, both on the 
ballet in London during this period, and James Harvey 
D'Egville's part in it, require explanation. Both writers
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were working outside the academic tradition, Chaffee, a 
dancer turned historian, published only in the journal 
Dance Index which specialised in publishing well researched 
monographs on a wide variety of dance subjects. Guest, a 
lawyer by profession, was encouraged by the London 
balletomane Richard Buckle, editor of the dance magazine 
Ballet for whom Guest wrote many articles from 194# 
onwards.
Chaffee's publications show little respect for the London 
circle of contemporary balletomanes which included C.W. 
Beaumont and Sacheverell Sitwell, authors of The Romantic 
Ballet in Lithographs of the Time* and he took both the 
book, and in particular Sitwell's catalogue entries, 
severely to task, correcting some very basic errors, which 
might well have made him enemies in British ballet circles. 
It is however equally possible that it is Chaffee who is 
showing bias - a bias in favour of those native British 
dancers, many of whom were to be important figures in the 
development of the art of ballet in his own country of 
origin, the United States of America.
By researching the life and works of James Harvey D'Egville 
both Guest's and Chaffee's impressions of D'Egville can be 
tested against contemporary material, to see if a clearer 
view of his contribution to ballet in London emerges.
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1.3 Methodology
When George Chaffee undertook his study in 1942 he 
commented that
there is not, to our knowledge, a single essay 
devoted to the past history of ballet in London 
as specifically a subject in its own right. What 
literature there is belongs to studies of 
international scope. These lift incidents from 
London's annals out of their immediate context 
and set them amidst quite a different one. Only 
frustration rewards anyone who should seek to 
reconstitute from those odds and ends, however 
signal in themselves, any over-all picture of the 
London Scene.
Chaffee, 1942. p.120
Since then little has changed. There have been many books 
written on the history of dance since Chaffee, but, with 
the exception of Ivor Guest's work, most of these are 
general surveys which retail old established points of 
view.
À major source of information on the London ballet between 
1770s and 1830s is the reports and reviews contained in 
newspapers and journals. These exist both as bound 
collections of newspapers in libraries and as collections 
of cuttings, put together at the time of publication, 
usually by someone intimately connected with an individual 
theatre or with an interest in the history and development 
of the theatre in general. The British Library holds 
several of these cutting books and while it may not always 
be possible to identify the individual newspaper from which
12
the cutting has been taken, they do give easy access to 
information from a wide range of contemporary sources.
Patrons of the Ballet in the eighteenth and nineteenth 
centuries were often provided with a synopsis of the action 
of the ballet in the same way that it is possible to buy a 
programme today. A number of these survive for the ballets 
of D'Egville and his contemporaries and, as well as giving 
information about casting they are an unique source in that 
they are written by the composer of the ballet to the 
audience explaining the action of the piece. In addition to 
the scenario, the music of many ballets were often 
published in the form of a piano score. Although these were 
often edited, many give a substantial part of the music and 
include most of the individual dances as well as the main 
action of the ballet. The music for some individual dances 
was also published, either alone, or in addition to the 
full score.
There are a number of souvenir prints of dancers who were 
popular in this period, for example Madame Hilligsberg, the 
first dancer of the London Opera was engraved dancing in 
D'Egville's choreographic debut Le Jaloux Puni, [plate 2] 
Other prints give valuable information about the costuming 
of ballet, and, although only one pose may be depicted, 
they give some idea of the style of the production and the 
character of the dancing. While researching D'Egville and 
his ballets a surprisingly large body of visual material
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emerged. There were over two hundred theatrical dance 
prints published between 1660 and 1832. With such a wealth 
of visual material available, it is unfortunate that so few 
of these prints have been reproduced. The main collections 
of prints and drawings are housed in the print rooms of the 
British Museum, the Victoria and Albert Museum, the Theatre 
Museum, and the Archive collections of the Westminster 
Public Library.
Because so little is published in the field of dance 
studies which focuses specifically on this period it was 
necessary to gather together material from primary sources 
and tabulate and catalogue the material which was available 
in a variety of accessible collections. The scores of 
ballets were found both in the British Library and the 
Theatre Museum; the printed scenario in the British 
Library, Theatre Museum and in the De Robilant Collection, 
which was housed at that time in the National Resource 
Centre for Dance at the University of Surrey.
It was possible to tabulate the names of dancers contracted 
to the various theatre companies from The London Stage. a 
publication of the Southern Illinois University Press, 
which has tabulated the information available from 
playbills of the London Patent Theatres from 1660 to 1800. 
Information about the movements of dancers after 1800 had 
to be gleaned from the original playbills and from other 
sources.
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Although there are few books which bear directly on this 
period of dance history there were a number of articles in 
periodicals such as Dance Research and the Journal of the 
Society for Theatre Research. Academic theses in this area 
are also uncommon but the academic study of the history of 
the theatre and of music provide related material.
1.4 The Thesis
In Chapter 2 the theatrical context within which the 
D'Egville family worked is discussed including the 
conventions of performance, which were very different from 
those of the twentieth century both in programming and in 
content. It also investigates the role of dance within the 
different London theatres.
In Chapter 3 titled "Dauberval's Ingenious Eleve" 
D'Egville's immediate family background, his early training 
and his career as a child dancer under his father Peter 
D'Egville is examined. During James' youth the visit to 
London by the Vestris father and son in the 1780-1 season 
set the standards by which ballets and dancers would be 
measured for a generation. This chapter then chronicles 
James' career showing a brief sojourn at the Opera at the 
King's Theatre in 1786. He travelled to France to further 
his study under Dauberval and later returned to the London 
Opera where he danced under Dauberval and Noverre.
15
Chapter 4 charts D'Egville's career at the Theatre Royal 
Drury Lane and at the London Opera, from his first ballet 
at the Opera under Noverre until his dismissal in 1809, 
D'Egville's career in the wake of his dismissal as ballet- 
master at the King's Theatre, and at his return to the 
Opera nearly twenty years later. Some ten years later 
D'Egville made a final return to London, to the Haymarket 
Theatre, scene of some of his earliest successes as a child 
dancer.
The final chapter assesses D'Egville's contribution to the 
English Ballet through an investigation of the form and 
structure of his ballets, the nature of the dancing 
together with an examination of some of the dancers who 
created D'Egville's works, as well as D'Egville's other 
work as a stage director, theatre manager, and as a
teacher.
1. e.g. Winter's The Pre-Romantic Ballet
2. Winter, M.H. The Pre-Romantic Ballet, London Pitman 1974.
3. Chaffee p.176 (No.4)
4. Beaumont, C. W. & Sitwell, S. The Romantic Ballet in
Lithographs of the Time.
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Chapter 2
The Background to the Family Business
2.1 The staging of theatrical dance
2.2 The Opera and the King's Theatre
2.3 The performance
2.4 The performers
2.5 The audience
2.6 Dance on the London Stage
2.7 The minor theatres
For sixty years James Harvey D'Egville was a leading man of 
the theatre in London, he worked with some of the most 
famous actors, singers and dancers in an era that has been 
called the Golden Age of the British Stage. To understand 
his part in the development of the dance in London it is 
necessary first to understand the theatrical background and 
to identify the place which dance held in the London 
theatres.
2.1 The staging of theatrical dance in the late eighteenth
and early nineteenth centuries.
A London balletomane in the late eighteenth and early 
nineteenth centuries would have had plenty of opportunity 
to indulge his or her passion. The London theatres had 
provided, since the Restoration, a continuous and varied 
diet of dance in all its theatrical forms, ballets, 
divertissements, dance within operas and plays, new social 
dances, and the specialities of particular performers 
interpolated into a performance or bill to draw in the 
public. In London, all the major stars from the opera 
houses of Europe appeared. Subligny, Salle, Camargo, 
Auretti, Vestris, Guimard and Baccelli. It was in London
17
that Weaver had first tried to place ballet on an equal 
footing with opera and drama, and here the French dancer 
Marie Salle had attempted to introduce dress reform for the 
female dancer. London audiences saw many of the finest 
productions in Europe, as, for example, when David Garrick 
managed to persuade Noverre to come to London and produce 
his Chinese Festival at the Theatre Royal Drury Lane in 
1755. This mammoth production involved over one hundred 
performers on the stage. Some idea of the lavish cost of 
the production can be gained by the fact that after its 
closure, due to rioting, having been given only six 
performances Garrick's loss stood at over £4,000.
2.2 The Opera and The Kina's Theatre
During D'Egville's lifetime the major venue for dance in 
London was the Opera at the King's Theatre, were new 
developments in dance staging and music were introduced, 
and here most of the major European artists performed. 
During the 1760s under Giovanni-Andrea ("Sir John") Gallini 
the King's Theatre came to dominate the London ballet 
scene, and the Opera maintained this dominance until the 
theatre burned down for the second time in 1867. For a few 
seasons Drury Lane or Covent Garden could boast a programme 
which could rival the Opera, but these years were 
exceptions.
The Opera house in the Haymarket was built in 1704 and 
first named the Queen's Theatre. It was renamed the King's
18
Theatre in 1714 on the accession of George I and by that 
name the theatre on this site was known for over an hundred 
years. On the accession of Queen Victoria the theatre was 
renamed Her Majesty's and this style has been maintained to 
the present day. His or Her depending on the sex of the 
reigning monarch. After 1710 the theatre became the London 
home of Italian opera and this was strengthened by the 
granting of a monopoly of the production of opera in 
Italian. The building was altered in 1709, 1778 and 1782, 
it burned to the ground in 1789 and was rebuilt in 1791. 
The new opera house was refurbished in 1796, 1799, 1807, 
1816-18 and 1846 before being burned down again in 1867.
At the old King's Theatre the capacity in 1786, in addition 
to the subscribers, was 500 in the pit, 300 in the first 
gallery, and 200 in the second gallery. The capacity of the 
new opera house was calculated in 1829 at 2,500, 800 in the 
pit, 900 in the five tiers of boxes and 800 in the gallery. 
There were six seats in the boxes at the old King's Theatre 
all the same size, four in the upper tier boxes. These cost 
Ign. per seat in 1797, while a vacant seat in the lower 
boxes could be sold for 2gns. The seating in the pit was on 
parallel benches, there was no numbering and little care in 
selling only the capacity of the benches on popular nights. 
There was, of course, no refund for any patron foolish 
enough to buy a ticket when the pit was already full.
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When the new theatre opened in 1791 it was without the 
Licence to perform Italian Opera which was then held 
separately by O'Reilly manager of the Pantheon, this venue 
was known variously as the "King's Theatre," "King's 
Theatre, Pantheon" or simply as "The Opera" until the 
Pantheon burned down in its own turn in 1792 and the 
licence was reunited with the King's Theatre, Haymarket. 
When built, the New King's Theatre was one of the largest 
in Europe and its facilities both for the production of 
opera and ballet and for the comfort of its audience were 
of the highest standard. Gas lighting was introduced at the 
opera to replace candles in 1818 both onstage and in the 
lobbies and auditorium (a large single gas chandelier). 
Gaslight was introduced to the tierfronts in 1819 but was 
removed in 1821 because it "imparted a deadly hue to 
ladies' complexions"^
2.3 The Performance
At the Opera it had been the custom to raise the curtain at 
seven o'clock but from the 1785-6 season this was changed 
to seven-thirty and on occasion in the lighter evenings 
near the end of the season this could be stretched to eight 
o'clock. The curtain, made of the green baize, which had 
been traditional since the Restoration, would be raised 
after the ringing of a bell to warn both patrons and 
performers, and remained up until the end of the evening's 
entertainments (exactly as the safety curtain is used now). 
During the evening it was the Act-Drop, a painted cloth set
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closely behind the proscenium arch, which would be raised 
and lowered to indicate an interval. Intervals were often 
lengthy due to the large amounts of scenery which had to be 
changed. This could take a particularly long time at the 
Opera where members of the audience littered the stage not 
only during the intervals but also during the performance. 
Changes of setting which occurred during the acts would be 
carried out by the scene changers and, excepting a 
transformation scene, in full view of the audience and with 
no attempt to disguise their working or soften any noise.
At the Opera the evening ran to a standard pattern. The 
first element of the performance was an Italian opera 
performed either in its entirety or with a short ballet or 
dance between the acts. Ballet was often included within 
the opera but, in the eighteenth century, London audiences 
seem to have preferred to have their opera and ballet 
served separately and did not share the Parisian taste for 
large Opera-Ballets. In most programmes a "Grand" ballet 
followed the opera and this could sometimes bring in a 
larger audience than the opera if one of the stars of the 
ballet was performing. One such occasion occurred in the 
season of 1780-81 where a sitting of the House of Commons 
was curtailed so that the members could attend a 
performance by Vestris.
It would be impossible to find a typical evening where so 
much variation existed, but, as an example, the
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entertainments provided by the three London theatres on
January 10th 1782 give some idea of the range of dance
activity and its position within the theatre's programme
during the early part of the Opera season and the pantomime
season in the Patent Theatres. The Haymarket ( a Summer
theatre) was dark.
At the King's Theatre
La Buona Figliuola (a three act opera) end of Act I : 
Pastoral Dance composed by Simonet with Henry, 
Bournonville, Raymond, Sga Crespi, Mile Dumont, with 
a pas seul by Mile Simonet. End of Act II A 
Divertisment Dance composed by Noverre with Gardel, 
Mile Bacceli, Nivelon, Mile Theodore, Henry, Sga 
Crespi, Bournonville. End of act III a new serious 
dance, composed by Noverre "Le Triomphe de l'Amour 
Conjugal" with Gardel, Mme Simonet, Nivelon, Mlle 
Theodore, Mlle Bacce11i.
At Covent Garden
Zara (a play, "not acted these three years") The 
Choice of Harlequin, or. The Indian Chief (a 
pantomime) by James Messink, music by Michael 
Arne, with W. Bates as Harlequin, Stevens as 
Clown and Miss Matthews as Columbine.
At Drury Lane
The Carnival of Venice (a play, "to conclude with 
a View of St Mark's Place, and a grand 
Representation of the Carnival. With new Scenes 
Dresses, and Decorations, designed by De 
Louthebourg, and executed under his direction.")
Lun's Ghost, or. The New Year's Gift. With 
Wright, Grimaldi and Delpini. Dancing by 
Zuchelli, Miss Armstrong, the Miss Stageldoirs.
At the end of the evening's entertainment the green baize
curtain was lowered and the audience left the auditorium.
The first person to be called before the curtain (through
the proscenium door) at the end of a performance to receive
the approbation of the audience at the King's Theatre was
Noverre, who was honoured in this novel way in 1788. At the
Opera the audience often took a long time to disperse, this
was particularly marked on Saturday nights which were the
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most fashionable "The opera in London on a Saturday is 
crowded because it is S a t u r d a y . T h e  King's Theatre also 
provided a venue for other entertainments as on the 5th 
June 1781 where, under the direction of Vestris Sen., the 
doors opened at 9.00pm, the performance began at 10.00pm 
with an opera-ballet L'Omaaaio. "The Side-boards with a 
cold collation and all sorts of wines" were available at 
midnight followed by a ball. The Morning Herald of 7th June 
reported "The company did not begin to move till about 
four, and by five the rooms were cleared." Masquerades were 
also held at the King's Theatre.
Scenery for Ballets
In all of the London theatres in the eighteenth century 
scenery was painted on flats constructed from timber and 
canvas, two flats dividing in the middle were used for each 
scene and scenes were changed by pulling the flats off into 
the wings. The New (1791) King's Theatre could support six 
sets of wing-flats whereas the old King's Theatre, Covent 
garden and Drury Lane had only five. Sets of borders would 
be hung from the flies between the flats to complete the 
illusion and to mask the top sets of grooves. These top 
grooves were hinged and could be drawn up from the flies if 
space were needed for machinery. The King's Theatre, with 
large numbers of artists having come from other European 
opera houses, adopted some of the continental methods of 
scenery design, here the drop curtain often replaced the 
flats seen at the other London Theatres.
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Music for Ballets
At the Opera the orchestra was naturally larger than those 
at the Patent Theatres and cost the theatre £50 per night 
in the late 1700s. The house composer at this date was 
Bianchi who had a stipend of £600 for the season and 
Mozart's librettist Daponte was hired by the Opera to 
produce libretti for the Opera at a cost of £250. Some 
ballet masters might come to a house with the score of a 
ballet but it was more usual for the house composer to 
write music to order for a ballet, or to re-write existing 
music, or adapt a score if the ballet had been performed 
elsewhere. With no copyright laws all musical material was 
available to the composer of a ballet score and the 
re-working of popular musical material was an accepted 
convention well into the 19th century and lingered longer 
in London than in other European capitals.
Costume for Ballets
During the working life of James Harvey D'Egville three 
major changes in styles of costume came about when similar 
changes were occurring in everyday dress. By 1780 costume 
for dancers retained little of the rigid formality of 
earlier times. Only in serious tragic ballets did the male 
dancer wear costume approaching the skirt-like 'tonnelet'. 
Gaetano Vestris in the 1781 production of Jason et Medee 
[plate 6] wears a costume which makes few references to the 
classical subject of the ballet and his powdered wig, 
breeches and stockings could be called contemporary. Jn
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other ballets costume was nearer to contemporary fashion; 
prints of Auguste Vestris in ballets such as Ninette a la 
Cour (1781) [plate 7] and of the two young D'Egvilles in 
Jemmy's Return (1787) [plate 8] show how close to ordinary 
day-wear costumes for men were. Gaetano Vestris' partners 
in Jason et Medee. Simonet and Baccelli also look as if 
they might have worn their costumes, if not in the street, 
certainly at a private ball. The skirts of female dancers 
were however considerably shorter than those worn by the 
fashionable public, the hem falling about two thirds below 
the knee at a time when women's fashion still dictated a 
hemline on the ground.
By the 1790s ballets set in classical times were costumed 
in a much more authentic manner, this new authenticity was 
however dictated more by fashion which had freely adapted 
new dress forms from antiquity than by any archaeological 
exactitude. Female costume was set free from the 
restrictions of hoops and corsetry and the hair from the 
elaborate confections of the court hairdresser. Lighter 
materials were used permitting a full range of movement to 
the female dancer, and for the first time male and female 
dancers could perform the same steps. Costumes for men in 
this period also became more authentic both in classical 
ballets and in the new genre of ballets set in exotic 
locations for example China, Hungary, Scotland, and 
Switzerland. Classical costume for female dancers was 
pioneered by the Italian dancer Maria Vigano who had been
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a member of Daubervals 'All Star' company at the Pantheon 
in 1791. The new styles of costume both on stage and off 
and the fashion for all things classical created new 
attitudes to the naked body which were exemplified in 
Canova's nude marble portrait statue of Napoleon and the 
bronze Achilles dedicated to Wellington in Hyde Park, which 
was erected by subscription from the Ladies of Britain.
These attitudes were not however universal. The Morning 
Chronicle of November 30th 1797 commended the correctness 
of the costumes of Gallet's ballet Ariadne et Bacchus which 
had been inspired by the paintings of David, but these same 
costumes provoked William Windham to complain "we have 
advanced to the point of seeing people dance naked." The 
next major change in costume occurred around 1820 when the 
waistline of female costume, which had been more or less 
under the bust, fell to the hips, creating the familiar 
outline of the Romantic Ballerina. This new shape for the 
female dancer, combined with the technique of dancing on 
pointe, gave emphasis to some aspects of traditional 
technique and diminished others. For example the new, 
fuller skirts with the comparatively low waist lent a 
particular grace to turning movement, especially a turn on 
pointe, and this effect can be seen depicted in a number of 
souvenir prints of the period such as that of Taglioni in 
La Bavadere [plate 9] and Fanny Elssler in La Volière 
[plate 10] where the costumes are designed to take 
advantage of this technique.
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2.4 The Performers
By the end of the eighteenth century London audiences were 
used to seeing the finest dancers from Europe at the King's 
Theatre, most of whom were lured from other opera houses by 
the large sums of money which the management of the London 
opera had, by both necessity and tradition, to pay for the 
best foreign stars. After the triumphal season of 1781 when 
the Vestris father and son had such an overwhelming success 
it was mainly to Paris that the London management looked to 
obtain its star dancers. The desperation of the London 
management to contract these dancers, and the determination 
of the Paris authorities not to let them go, was a major 
feature of London theatrical life from the 1780s until, 
under the management of John Ebers in 1821, a formal treaty 
was concluded between London and Paris. This attitude 
contrasts with the earlier "No French Dancers" riots which 
had disturbed Noverre's Chinese Festival.
At the Opera, singers were usually more highly paid than 
dancers, for example in the season of 1795-6 the top 
singers were Banti and Morichelli who received £1,400 per 
season with one or two benefits. The premier dancers in the 
same season were Hilligsberg and Millard who received 
£1,000 and a benefit. Didelot and Rose Didelot received 
£1,000, M. & Mme Laborie £800, Del Caro, and Parisot £600 
and Gentili £500. This same source gives the Ballet 
Master's salary as £600 but names Dauberval, Noverre and
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D'Egville though all three could not have shared that 
season.=
Another feature of London theatrical life in the eighteenth 
century by which star performers could be lured to London 
was the granting of one or more benefit performances. Some 
artists were given the right to a benefit performance to 
supplement their normal salary from the theatre. The artist 
or artists could arrange the programme and it was a common 
feature of benefit performances which usually occurred 
towards the end of the season that new works, especially 
ballets, were produced. The artist who was granted a 
benefit had to sell the tickets from his or her own home 
and the house charge (£105 @ CG & DL before 1790) and other 
expenses were paid by the artist. This sum was payable 
whether the receipts and sales were more or less. If 
recipts were less than the house charge "the deficiency" as 
it was called would have to be made up by the artist. 
Artists could share the risk by having a joint benefit with 
other artists or simply not take up their option to have a 
benefit performance at all. Occasionally an artist would be 
granted a Free Benefit where they did not have to pay the 
house charge.
2.5 The Audience
At the Opera the boxes for the first fifty performances of 
the season were subscribed for, and this was sometimes 
followed by a second subscription covering the remaining
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nights of the season, if any. This second subscription was 
always less popular. If any boxes were unsubscribed, or the 
boxes unfashionable, such as those in the top tier, these 
were sold to the general public. Admission to the 
subscribed boxes was by an ivory ticket renewed each season 
which was shown to the box keeper, who would then unlock 
the box. Silver tickets covering a number of seasons were 
also issued. The subscription system was both a blessing 
and a curse to the management of the opera, on the one hand 
it guaranteed money in advance to finance the season but on 
the other it gave the Opera subscribers enormous power. 
Some idea of the composition of the audience of the King's 
Theatre is provided by an account of the theatre which 
occurs in the memoirs of the Earl of Mount-Edgecumbe. He 
recalled that both the pit and boxes
were filled exclusively with the highest classes 
of Society, all, without exception, in the full 
dress then universally worn. The audiences thus 
assembled were considered as indisputably 
presenting a finer spectacle than any other 
theatre in Europe, and absolutely astonished the 
foreign performers to whom such a sight was 
entirely new. At the end of the performance the 
company of the pit and boxes repaired to the 
coffee room, which was then the best assembly in 
London, private ones being rarely given on opera 
nights and all the first society was regularly to 
be seen there. Over the front box was the five 
shilling gallery, then resorted to by respectable 
persons not in full dress: and above that an
upper gallery to which the admission was three 
shillings. Subsequently the house was encircled 
by private boxes, yet still the prices remained 
the same, and the pit preserved its 
respectability and even grandeur till the old 
house was burnt down in 1789.
Mount-Edgecumbe, 1834, p.178-9
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This view of the King's theatre was not universal, a letter
by Mrs Piozzi published in the Town and Country Magazine
shortly before the theatre burned down complains
can one wonder at the contempt shewn by 
foreigners when they see Englishmen of fashion 
squeezed into holes lined with dirty torn red 
paper, and walls of it covered with a wretched 
crimson fluff?*
Other dangers of the crown gallery (5/-) in the old King's
Theatre included the risk of being urinated on from the
footmen's gallery, though this danger was lessened by the
managers threats to close the footmen's gallery
completely.® The Opera served functions other than artistic
and social. For the "Ladies of the Town" the Opera provided
an excellent opportunity to show themselves to potential
clients, though they were strictly forbidden to take any of
the boxes on the lower tiers (with the singular exception
of Kitty Fisher). The audience attended the Opera both to
be entertained by the performance and for social assembly,
and the behaviour of the audience ranged from the
reverential, through unconcerned, to hostile, depending on
who was performing and their fashionable status. Fanny
Burney, an astute observer of both mankind and the theatre,
writes;
in the year 1781, Pacchierotti had been heard so 
frequently, that his singing was no impediment to 
conversation, or even to animated narrative and 
debate; but while the elder Vestris was on the 
stage, if during a pas seul, any of his admirers 
forgot themselves so much as to applaud him with 
their hands, there was an instant check put to 
his rapture by a choral hu-sh! For those lovers 
of music who talked loudest when Pacchierotti was 
singing a pathetic air, or making an exquisite 
close, were now thrown into agonies of
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displeasure, lest the graceful movements du dieu 
de la dance, or the attention of his votaries, 
should be disturbed by audible approbation.
D'Arblay, Vol II. p.893.
The behaviour of audiences at the Opera was however 
generally good, although there was a constant battle to 
keep members of the audience off the stage. This was in 
large part a consequence of the subscription system, for 
the subscribers considered that, having paid their 
subscription, the Opera was in part theirs, and they had 
every right to stand wherever they wished. This custom 
persisted until May 1813 when a decree from the office of 
the Lord Chamberlain finally banished the audience from the 
Opera stage.
2.6 Dance on the London Stage
The opera was not the only venue for the production of 
ballets, although after the visit of Gaetano and Auguste 
Vestris it might be considered the principal one. Ballets 
were regularly produced at both Drury Lane and at Covent 
Garden where native stars such as Simon Slingsby and Nancy 
Dawson drew large and enthusiastic audiences. David 
Garrick's commitment at Drury Lane not only to bringing to 
London the best of European dance but also encouraging 
native artists (whilst ensuring full houses at Drury Lane) 
is shown by his active poaching of dancers from other 
companies, most notably Nancy Dawson from the company at 
Covent Garden.
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The production of plays in London was strictly controlled 
by Royal Patent throughout the eighteenth century. Sir 
William Davenant and Thomas Killigrew had obtained from 
King Charles II shortly after the Restoration letters 
patent for the establishment of two theatres, which were 
given the exclusive privilege of performing plays in 
London. This monopoly was reinforced by the Licensing Act 
of 1737 (10 George II, c.28) which instituted Licensing by 
the Lord Chamberlain of all plays with a fine of £50 for 
anyone convicted of acting without benefit of Royal Patent 
or the Lord Chamberlain's license.
From 1774 at both Covent Garden and Drury Lane the usual 
curtain time was six-thirty, as the days became shorter 
during the winter this was altered to six-fifteen but 
reverted again to six-thirty as the days lengthened in the 
spring. At the Haymarket (a summer theatre) the curtain 
time was always seven o'clock. The fashionable considered 
it a severe breach of good taste to be seen in a theatre at 
the beginning of a play and servants were dispatched to 
take places for their masters in the pit or gallery. The 
exchanging of master for servant during the performance 
would have added to the many distractions within the 
auditorium. Gas was installed at both Covent Garden and 
Drury Lane in 1817 but before this time the stage was lit 
by lamps and the auditorium by candles.
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At Drury Lane and at Covent Garden full length ballet was 
performed only occasionally but all the theatrical 
companies had a ballet master and dancers on their payroll, 
and there was still a considerable amount of dancing either 
within plays or given between the acts, often in front of 
the Act drop. These short dances were often more in the 
comic vein but it was in the Pantomime or in Spectacle that 
the dancers and ballet master engaged at one of the Patent 
theatres could show the full range of their art. English 
Pantomime had developed from the Italian Commedia dell’Arte 
but by the mid eighteenth century it had evolved into its 
own national form. Most performances billed as Pantomimes 
consisted of a mimed story with music and often with songs 
which converted at some point in the story into a 
mimed/danced harlequinade. "Pantomime-Ballet" was another 
term for a Ballet which included mimed passages.
Standards of production at the Patent theatres were 
sometimes less than ideal. From lack of time or the 
meanness of the management, inappropriate scenes were used 
from old productions. The Monthly Visitor of 1 June 1797 
berated Covent Garden for bringing forward a scene in the 
classical play "Cato" set in "a very neat English street". 
The scenery was painted on canvas flats which met in the 
middle, side wings protruded part of the way onto the 
stage, and headpieces hung down from the flies. The grooves 
in which the flats were situated were built up from the 
floor of the stage at both Drury Lane and Covent Garden and
33
were a fixed feature and provided a permanent hazard to 
dancers until the end of the century when a system was 
developed whereby the centre section of the sets of grooves 
could be removed when not required by the action of a 
piece, they would however still remain during incidental 
dances and in pantomime where there could be as many as 25 
different scenes. Drop curtains which became standard at 
the opera were tried at the Theatre Royal Haymarket in the 
1790s but proved unreliable and slow and despite the great 
numbers of changes of scene, most of these could be 
effected quickly and easily using flats.
Dancers appeared by tradition in certain scenes in
Shakespeare's plays which took on the character of a ballet
divertissement as in Romeo and Juliet as well as in many 
burlettas and operas, such as the ever popular Gustavus 
III. But Pantomime was a mainstay of the theatre dancers 
although there would also be many non-speaking parts which 
would be played by dancers or dancer-mimes. One such. Carlo 
Delpini was not able to claim a pension from Drury Lane
despite many years service, because the fund was
constituted only for the use of actors. The Duke of York 
pressed the trustees of the Drury Lane fund on Delpini's 
behalf and they agreed to support him but Delpini was 
forced to go on the stage in a small speaking role in order 
to qualify for the fund.
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2.7 The Minor Theatres
Many theatres were built during D'Egville's lifetime, and 
they all based their evenings entertainment on the 
programmes of the Patent theatres, but, as a consequence of 
the Licensing Act, they were not permitted to perform 
plays. This ban on the production of plays led to the 
development of many new varieties of stage performance 
which could be given without risk of prosecution. Opera in 
Italian was a statutory monopoly of the opera house in the 
Haymarket (the King's Theatre) but opera in English was not 
restricted and neither was ballet, pantomime, burletta or 
burlesque. The circus arts were also unrestricted and 
institutions such as the Royal Circus and Astley's 
Amphitheatre were relatively unrestricted. After the 
passing of the Licensing Act of August 1843 (6-7 Viet. c. 
68) many of the theatres which had been given over to the 
production of burletta or musical programmes immediately 
converted to legitimate drama.
Other London Theatres which included dance in their 
programmes included:
Sadler's Wells, which was the oldest of the minor theatres. 
It was built in 1765, and mixed bills with rope-dancing, 
acrobats and other variety performers formed a large part 
of the attractions here. But Ballet and pantomime were a 
major feature, and, after 1800, Grimaldi drew large houses
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here after his earlier years at Drury Lane and Covent 
Garden.
The Lyceum Theatre, built in 1765, and known as The English 
Opera House for most of the D'Egville era, was the home of 
various entertainments. It was here, only six years before 
D'Egville and his troupe were engaged, that Madame Tussaud 
first exhibited her waxwork.
The Olympic Theatre, which replaced Astley's (equestrian) 
Amphitheatre (built 1780) in 1808, was notable for Madame 
Vestris' burletta licence between 1831 and 1839. Her 
innovations included the boxed set and in 1837 she added a 
gold fringed red velvet curtain parting and drawing up from 
the centre, replacing the green baize front drop in general 
use since the restoration.
The Royal Circus, built in 1782 primarily as a venue for 
circus and equestrian entertainment, provided a varied 
programme of entertainments including ballets.
James Harvey D'Egville worked in most of London's theatres 
at some time during his sixty year career in the theatre. 
He would have been well acquainted with their managements, 
audiences, as well as their performers. The length of his 
career and the range of the activities which he undertook 
for the London theatres bears witness to his flexibility as 
a performer and as a choreographer as well as being a
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testament to his love of London, the city, one assumes that 
of his birth, to which he seems always to have returned. 
Dance, for James Harvey D'Egville, was the family business. 
Both his parents had successful careers on the London 
stage, his two brothers and two sisters were all dancers 
and teachers, and though his own son inclined towards the 
visual rather than the musical arts, generation after 
generation of D'Egvilles taught dancing in a variety of 
British cities from Brighton to Edinburgh.
1- British Stage and Literary Cabinet April 1821, cited in 
Nalbach, 1972. p.89.
2. Wilkinson p.74.
3. Veritas, Ooera House. A Review of this Theatre... 1818.
4. Mrs. Piozzi writing in the Town and Country Magazine
July 1789, p.300.
5. From Public Advertiser 13 February 1762.
Whereas the Cloaths of many Ladies and Gentlemen 
sitting in the crown Gallery have been spoiled, at 
different Times this Winter, by the Indecency of the
Footmen; The Manager most humbly hopes that the
Nobility and Gentry will not take it amiss, should he
be under a necessity of shutting up the Footmen's 
Gallery, in case the rude practice is repeated.
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CHAPTER 3 
"Dauberval's Ingenious Eleve"
3.1 Background of the family D'Egville
3.2 James Harvey D'Egville's early years in the theatre
3.3 Vestrismania in the 1780-81 season
3.4 James Harvey D'Egville dancing in London 1786-91
3.5 "The Prospect Before Us" - rival theatres and rival 
companies
To progress in the ballet it was necessary to gain both a 
good training and experience. To that end Peter D'Egville 
placed his children with great care with the best masters, 
and in the most influential companies he could find.
3.1 Background of the Family D'Egville
The D'Egville name appears on playbills and documents in 
many variations, the most usual early spelling associated 
with James Harvey's father Peter being "Daguville" but 
Daigueville and Daigville are also used. To avoid confusion 
in this work the spelling D'Egville is used for the entire 
family except in direct quotes from contemporary material 
which remain unaltered. When Peter D'Egville became ballet 
master at the King's Theatre in 1786 the spelling of the 
family name changed to D'Egville and this spelling was used 
by the second and future generations of the family. There 
is in the MS collection of family papers which forms part 
of the de Robilant Collection^, a suggestion that the 
family name was Hervey and that D'Egville was either a 
stage name or a title connected to the Hervey or Hervet 
family. While there is no direct evidence to support this 
idea at present, the difficulty of finding birth and death
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certificates for the D'Egville Family (in any of the 
spellings) prior to 1800 might indicate yet another change 
of name. A more likely explanation is that the family 
converted to the established church only in James Harvey 
D'Egville's generation.
Peter D'Egville, father of James, George, Sophie, Louisa, 
and Louis came to London in 1768 and danced at the Theatre 
Royal Drury Lane in David Garrick's company. The father of 
the family may have been French but all his children were 
born in Britain. A varied mixture of the theatrical arts 
was on offer at the Theatre Royal Drury Lane, opera (sung 
in English) and ballet were provided as well as the plays 
for which Drury Lane and The Theatre Royal Covent Garden 
held a statutory monopoly. As early as 1755 Garrick had 
been responsible for bringing Noverre to London in an 
attempt to bring to Drury Lane artists and performances of 
the highest international standards. He was both interested 
in, and well informed about, dance matters since friends in 
Paris kept him well informed about new developments and his 
wife, the former dancer Violetti, maintained extensive 
contacts within European dance circles. Although Noverre's 
first visit had been a financial and artistic disaster, 
Garrick was not deterred and he competed for the available 
talent with both Covent Garden and the Opera.
It is against this immediate background that Peter 
D'Egville's engagement at Drury Lane must be viewed. It
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follows therefore that Peter D'Egville must have been a 
dancer of some reputation to have joined an established 
company and to be listed regularly and prominently in the 
bills. He came to London from France and although there is 
little evidence of his training or record of his 
performance it is likely that, before he came to Drury Lane 
from Lyon, he would have also danced in the other two 
centres of balletic activity in eighteenth-century France; 
Paris and Bordeaux. That two of Peter D'Egville's children 
are recorded as members of Dauberval's company (Sophie in 
Bordeaux, and James in London) might suggest that Peter 
D'Egville and D'Auberval were acquainted.
It is not possible to determine from the surviving records 
in what capacity Peter D'Egville was employed when he first 
joined the Drury Lane company. He may have been engaged as 
Ballet Master in the Drury Lane company in 1768, but there 
is no evidence of this, although there is little change in 
the ballet troupe at Drury Lane between 1768-9 and 1771-2 
when he was recorded as holding the posts of both First 
Dancer and Ballet Master.
Peter D'Egville first danced at Drury Lane on 1st November 
1768, he partnered Mrs King in an un-named ballet given 
after a performance of the popular opera Artaxerxes. He 
danced on the next evening, again with Mrs King in two new 
ballets, Tvrolese Amusements and The Piedmontese 
Mountaineer. Later in the season he started a professional
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partnership with Sga. Vidini who remained his principal
partner for the next eight years. In his second season
(1769-70) "Sga. Dagueville" was added to the ballet troupe 
at Drury Lane. The title Sga. need not imply that
D'Egville's wife was Italian or Spanish, since London
audiences, especially at the Theatres Royal often took 
against French dancers. Peter D'Egville is billed simply as 
"Dagueville" until 1771 when he appears as "Sieur 
Daigville" (his wife remains Sga Daigville).
Peter D'Egville performed in David Garrick's entertainment 
The Jubilee [Plate 11] a programme of dialogue singing and 
dancing based on Shakespeare's plays. "Dagueville, Mrs 
King, Sga Vidini, and Miss Rogers" led the dancing and the 
performance included "the Pageant as it was intended for 
the Shakespeare Jubilee at Stratford on Avon"^. Garrick's 
intended celebration of the Shakespeare Jubilee that summer 
had been destroyed by inclement weather.
The first mention of pupils of Peter D'Egville occurs in 
the 1770-71 season both at Drury Lane and at the King's 
Theatre, where an Allemande by the two scholars of 
Daiguville, and a new Hornpipe Dance on Skates were 
performed on March 12th 1771, and also a month later at the 
Haymarket where again "two children, scholars of Daigville 
performed A Dutch Dance.
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Child dancers were common in the eighteenth century 
theatre, they were mostly children of performers, or pupils 
of the ballet master. One of the ballets in the benefit 
performance for "Sieur Daigville & Sga Vidini" was The Ball 
"in which will be introduced some new Minuets, Allemandes, 
a Rigadoon, and Cotillions, by Children of Seven Years of 
Age, and have been scholars of Daigville only five 
months."* By 1st April 1773 some of the pupils are named on 
the bills "a New Dance call'd The Surprize by Master 
Holland, Miss Ross, Miss Armstrong, and others, scholars of 
Daigville."® The prominent place given to pupils would also 
serve as an advertisement for the ballet master's teaching.
The Drury Lane accounts for the end of this season record 
payments to: "Dorman (coals) paid for attending the
practices of the dances, as usual £10 10s." and 1 July : 
"paid Daigville's 5 Children Dancing &c. in full £5 5s. 
This last payment confirms the financial incentive for the 
appearance of pupils on the stage, at least part (if not 
all) of this payment would go to the teacher. Throughout 
the eighteenth century and well into the nineteenth the use 
of young dance scholars was common in all the theatres 
where ballets were performed. With this background it comes 
as no surprise that James Harvey D'Egville in his turn 
placed his own pupils in the companies he worked with and 
introduced his pupils to stage performance at a very early 
age.
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This early dance training was not confined to professional 
dancers, many actors started their training for the stage 
by attending dancing classes at the theatre at an early 
age. Most of these young pupils would be the sons and 
daughters of actors working in that particular theatre, and 
a good example of a child dancer who later made a 
considerable name as an actor is Maria Theresa De Camp 
(1773-1838) [plate 16]. She danced with the young 
D'Egvilles throughout the 1780's, having trained under 
Guiseppe Grimaldi at the Royal Circus. She may also have 
been a pupil of Peter D'Egville. After some years of 
success as a dancer she obtained a place in the Drury Lane 
company as an actress, but she continued to dance in 
ballets, operas, and within plays. Her career prospered and 
she later married Charles Kemble (brother of John Phillip 
Kemble and Mrs Siddons). She bore two daughters who 
followed in the family tradition, Adelaide who became an 
opera singer, and Fanny, the most celebrated actress of her 
generation. Another child dancer who made a long and 
successful career as an actress in the 19th century, was 
Celine Celeste (later Madame Celeste), who later became one 
of the first women to manage a London theatre.
Peter D'Egvilie's teaching activities were not confined to 
juveniles as an announcement preserved in the Drury Lane 
treasurer's book for the 1771-2 season testifies:
Mr Daigueville, First Dancer and Ballet Master at 
Drury Lane House, gives notice to the Nobility 
and Gentry, that he has an elegant dancing room,
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No. 38 Cow Lane, Snowhill; where he continues to 
teach every day the Dauphin's Minuet and 
others... Teaches abroad also when required; and 
at the request of his scholars, he will give a 
Ball on the 10th instant. The Gentlemen are 
desired to call at his house for the tickets 10s 
6d. each, to admit one Gentleman and a Lady. If 
any Gentleman wants the Ballroom for private 
assembly or concert they may have it for one or 
two nights in the week.?
This was fortunate as he lost his position as Ballet Master
and First Dancer in July 1773 and was replaced as Drury
Lane Ballet Master by Guiseppe Grimaldi in the next season.
Grimaldi, (d.l788, father of the more celebrated Joey) was
one of a long line of dancers, mimes and teachers. He
specialised in the role of clown in pantomimes and was
teaching ballet from at least 1782 when he was ballet
master at the Royal Circus.®
During the season 1773-74 D'Egville remained active as a 
teacher, as the following announcement reveals.
Mr Daigueville, Late Ballet Master, and First 
Dancer, at Drury Lane Playhouse begs leave to 
acquaint the Nobility and Gentry, that he 
continues to teach the Minuet, Louvre, 
Cotillions, Allemande, Minuet Dauphine, Country 
Dances, &c. at his house in King-Square Court,
Dean St. Soho.®
The following season, Harris, the acting manager at Covent
Garden, engaged both D'Egvilles with Peter D'Egville as
Ballet Master. He also employed Sga Vidini, D'Egville's
partner for some years. Mrs D'Egville was occupied during
these years in producing her five children and so her
disappearance from the London stage for long periods of
time can be easily explained, and the same reason may
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explain Peter D'Egville's choice of Sga. Vidini as a long 
term dancing partner. D'Egville was not engaged as first 
dancer at Covent Garden, this position was taken by the 
dancer Helme who defected to the Opera before the next 
season. His place was filled by the arrival of Sg and Sga 
Zuchelli who, on 11th October 1775 performed in D'Egville's 
New Dance call'd The Gamesters billed as their first 
appearance in England.
Peter D'Egville's ballet productions for Covent Garden 
follow a similar pattern to those he made for Drury Lane. 
À small number of new ballets were produced each season 
which alternated with ballets or dance pieces by the Irish 
ballet master Robert Aldridge who seems to have acted as 
second ballet master to the Covent Garden company. 
D'Egville's ballets at Covent Garden have titles in 
English, as did those at Drury Lane, but at Covent Garden 
these ballets show a shift in emphasis from the more 
'international' ballets of Drury Lane, many of which would 
have been quite at home in any European opera house, 
towards more locally satirical and nationalistic works. Two 
examples of the first category, based on the output of the 
London printmakers of the 1770's are The Country Macaroni 
Assembly and The Portraits A-la-Mode. British historical 
themes such as Boadicea Queen of Britain and a national 
character ballet such as The British Bacchanalian . or The 
Hop Pickers. described as "an interlude of Singing and 
Dancing, by Helme and Sga Vidini, in which Daguville will
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introduce The Wooden Shoe D a n c e show this nationalistic 
trend. The wooden shoe was a popular import from Italy in 
the early part of the eighteenth century and was mentioned 
by Hogarth in his Analysis of Beauty. it remained a popular 
comic dance throughout the century.
D'Egville's pupils such as Master Holland and Miss Ross, 
naturally followed him from Drury Lane and appeared in many 
of his Covent Garden Ballets. Other juvenile dancers were 
announced sometimes unnamed for example "a girl only 5 
years old, scholar to D a g u v i l l e . A n  advertisement 
published by Benjamin Webster (the father of Benjamin Junr. 
and Clara) for his Dancing-Academy in Bath gives a clue to 
Peter D'Egville's reputation as a teacher. In this 
advertisement Webster gives among his credentials "Pupil to 
those celebrated masters. Sir John Galleni, Monsieurs 
Vestris, Sen. and D'Egville, Sen."“ [plate 12]
3.2 James Harvey D'Egville - Early years in the Theatre.
In Peter D'Egville's second season at Covent Garden he 
produced on 3rd May 1776 a new ballet called The Academy in 
which "Master Dagueville" appears on the bill dancing a 
Minuet & Allemande. It was at this benefit performance that 
Peter D'Egville produced one of his most enduring 
compositions The Humours of the Newmarket Races (the title 
of this ballet was later shortened to The Humours of 
Newmarket) and here "Master Dagueville" appears for the 
first time in the bills for the London theatres. It is
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surprising that no feature is made of his first appearance, 
it was usual at this time to make a feature of a debut, and 
"his first appearance on any stage", "in England", or even 
"on this stage", might have been expected. It may well be 
that he had made his stage debut on some other occasion in 
some other theatre (e.g. Sadler's Wells) or out of Town 
during a summer tour. The "Pupil" or "Scholar" of D'Egville 
featured in the previous season is more likely to have been 
Master Holland. Master D'Egville's age at this time is 
still a matter of conjecture, but as there was a convention 
of changing a male performer's title from Master to Mr. in 
the theatre bills to denote the attaining of majority (then 
at age 21) this would place James Harvey's birth in 1770 
and would make him around six years old at the time of thin 
performance.
James Harvey was Peter D'Egville's eldest son, and these 
first references to "Master Daguville” almost certain-! y 
refer to him, but there is some uncertainty later as 
"Master D'Egville", "Young D'Egville" and "the Young 
D'Egvilles" appear on many playbills throughout the 1780b 
and into the 1790s. It is unlikely that the term "Young 
D'Egville" would have been used for any of James' younger 
brothers, and when "the young D'Egvilles” are billed it is 
most likely to be James and George, rather than George and 
the youngest of Peter D'Egville's children Lewis. By the 
time Lewis appears there were five D'Egville children on 
the London stage and all the children are billed either by
47
name or by initial. References in the bills to "D'Egville 
senior" until the mid 1790's (for the composition of dances 
rather than dancing) refer to Peter. James continued to 
appear in his father's ballets at Covent Garden and was 
joined by his sister Sophia who gave her first performance 
in May 1779. At Piele's benefit performance, in 1778. 
D'Egville and his pupils gave "a new dance" The Arts and 
Sciences followed by "a new pantomimical dance" The Russian 
Light Infantry and Cossack Camp with Dagueville, Sga Tinte 
and Sga Vidini and fifty more performers. Piele might have 
shared this benefit with D'Egville as his address (then Bow 
Street, Covent Garden) is given as a source of tickets. On 
22nd May The Arts and Sciences was given with additions 
which included "an Assault by Master Dagueville and Master 
Holland, with a Minuet by Master Dagueville and Miss 
Bullock; and titled "The Prince of Wales New Court Minuet 
by Master Holland and Miss Simonet."“ The minuet given on 
this occasion was repeated on 18th May 1780 The Prince of 
Wales's New Minuet (composed by Dagueville) and given by 
Master Dagueville and Miss Simonet (of the Opera House)".
In the next season 1780-81, Peter D'Egville was no longer 
ballet master at Covent Garden. James made only one 
appearance in this season, and this at Drury Lane, where he 
performed for a single night on the 11th May, partnering 
Miss Armstrong in the Minuet and Allemande, at a benefit 
where her tickets were admitted. This same Miss Armstrong, 
a pupil, or former pupil, of Peter Dagueville, was employed
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at Drury Lane for the entire season, at the end of which 
she found employment at the King's Theatre in Gaetano 
Vestris' opera-ballet L'Omaaaio.
3.3 Vestrismania in 1780-81 season
The season of 1780-81 saw the visit to London of the two 
most famous dancers in Europe, Gaetano Vestris and his 
natural son, Auguste. The Opera season which ran from 
November 25th 1780 to 3rd July 1781, with Simonet as ballet 
master, opened with ballets starring the Zuchelli's, Sga. 
Crespi and the British dancer Simon Slingsby (still a 
favourite with the London public after nearly 20 years on 
the London stage). In December both Mile Baccelli [plate 
14] and M. Vestris Junior [plate 13] were added to the 
Opera company and they danced in Simonet's ballet Les Amans 
Surpris from 16th December. Vestris Senior did not make his 
first appearance in England till his son's benefit 
performance on 22nd of February 1781 when he appeared in a 
Grand Pantomime ballet in 3 Acts (of his own composition) , 
Ninette a la Cour.
He produced two new ballets for his own benefit on 29th 
March; a new Ballet Anacreontique, Les Caprices de Galatee 
and a new Ballet Tragique, Medee et Jason the latter 
performance celebrated in an engraving [Plate 6] published 
on July 3rd 1781 (the date of the last night of the 1780-81 
Opera season).
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Vestris was the principal exponent of the dramatic style of 
dancing called for by the new ballets of Noverre and 
Angiolini. A contemporary journal reported:
Vestris's forcible manner of characterising the 
passions in the part of Jason distinguished him 
as an actor superior to all his contemporaries.
Mme Simonet in Medea, it is said by the judges, 
is equal to him as an actress
A contemporary journal, written by Edward Piggott records 
a visit to the Opera during this season on the 3rd April. 
He was not impressed by the singing but
was exceedingly entertained, with the pantomime 
dance Jason & Medae; this manner of representing 
tragedies, has a surprising effect; above 
anything that can be conceived; probably it would 
be contrary if acted by indifferent performers; 
but by the Vestris's, Slingsby, Baccelli &C it is 
perfectly entertaining; the dance performed by 
Vestris the Father is not of the capering kind, 
every action is the most graceful, therefore 
undescribable; the Son, is not yet in his 
meridian of perfection; tho very Capital, he 
dances more in the high stile, but still in a 
very different manner from our nimble elegant 
Slingsby; the decorations equal'd the dancing, 
and were the finest I have ever seen; flambeaus 
which at every motion puffed out a fresh flame; 
but the most striking & beautiful sight was a 
shower of fire, which filled the whole theator, 
falling amongst the actors; the house was very 
much crouded - Duke & Duchess of Glocester & 
family were there; this famous Vestris teaches 
some of our Ladies of the first rank to dance, 
his price is 6 Guineas entry & one per Lesson; 
most of them assemble at the Duchess of 
Devonshires.“
From the other diary entries it is clear that Piggott was 
biased in favour of anything French, and in that respect it 
is interesting that he rated Simon Slingsby so highly. On 
the 5 th June The King's Theatre was the venue for a
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performance of a work, L'Omaaaio. which was a considerable 
novelty to the London Opera audience. The performance was 
a mixture of opera and ballet of the kind that the
audiences in Paris would have been well accustomed to and 
the entertainment supper and a ball concluded the evening 
at which
the side-boards, with a cold Collation and all 
sorts of Wines, at 12 o'clock. The performance 
under the direction of Vestris Sen., and to 
conclude with a Ball. Tickets, at 2 Guineas each, 
are ready to be delivered at the Office in
Union-Court, where Boxes may be taken. No Masks 
will be admitted. The Doors will be opened at 
9:00, and the Performance to begin at 10:00.
Books of the Performance will be given out
(gratis) at the Theatre.^?
Vestris' impact on the usual conduct of an evening's
entertainment at the opera was considerable. Immutable laws
that dictated an opera of usual length with a short ballet
between the acts, followed by a more substantial ballet to
end the evening, were overturned during Vestris' visit. The
normal balance between opera and ballet was reversed, and
a bill of two full length ballets with opera in between was
introduced. The King's Theatre playbill bill for 3rd July
noted that "Only one act of the said Opera [Euriso] can be
performed between the two Grand Ballets, owing to their
being very long."
One aspect of this season which made a more permanent 
impact on the conduct of ballet in London was the boost it 
gave to the status of the male dancer. As is evident from 
Piggott's journal, native talent was not ignored, Simon
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Slingsby played an important part throughout and the 
benefit performance he received during this season is a 
testimonial to his continued drawing power. This season 
also increased the status of ballet at the Opera, and 
confirmed the King's Theatre as the natural home of the 
international ballet in London. This increased status 
resulting from Vestris' season can be underlined by the 
subsequent invitation to Noverre to come to London and 
produce his ballets at the Opera.
This new and fashionable interest in dance had an effect on 
other theatres, the D'Egville family, and in particular on 
James D'Egville's mother. Mme (or Mrs) Sophia D'Egville had 
danced in London from the 1769-70 season, and indeed may 
have danced in London for many years before since her name 
before her marriage is not known. After her marriage to 
Peter D'Egville (circa 1770) she danced in all the London 
theatres very often in companies other than those in which 
her husband was employed. Mme D'Egville danced during the 
summer of 1781 at the Theatre Royal Haymarket, as Medea in 
a send-up of Vestris' ballet Medee et Jason called Medea 
and Jason and described on the bills as a "Ballet 
Tragi-Comique by Signior Novestris". "Jason (in the 
character of Pierrot)" was played by Carlo Delpini and 
"Creusa (en dishabille Francois)" by Miss Byrne, Mme 
D'Egville's Medea was billed "(in the character of Mother 
Shipton)". The ballet followed a performance (en-travesti) 
of The Beggars Opera all the male parts were taken by women
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and the women's by men, even the traditional Hornpipe in 
which Nancy Dawson had made her name was danced by "Master 
Byrne, in girl's clothes".
The summer audiences would have found this an agreeable 
antidote to the Vestrismania of the earlier part of the 
season. The Opera season at the King's Theatre was extended 
to 3rd July running unusually in parallel with the early 
part of the Haymarket season. The entire programme was 
revived the next summer where it competed with Noverre at 
the Opera until Mme D'Egville's Indisposition caused her to 
withdraw and Mme Vidini took over the part. Mme D'Egville 
returned both to the Theatre and to the role in June 1783 
for a further 11 performances and gave it a final time on 
26 August 1784 for a Benefit performance.
Peter D'Eoville at the Kina's Theatre
The season of 1786 was a very significant one for the 
D'Egville family. Peter D'Egville was employed as joint 
ballet master at the King's Theatre and, although there is 
no documentary evidence to support the assumption, it is 
quite likely that he employed more of his children in the 
corps de ballet than James at this theatre. The season 
opened on 24th Jan 1786 with a programme concluding with 
Divertissement Villageois composed by Peter D'Egville with 
Vestris, Sga Carolina, Mme Crespi, the two Miles Simonet, 
Duquesnay Jun., Mile Mozon &c. Other dances in the 
programme were composed by Giroux with whom D'Egville
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shared the post of Ballet Master. The next ballet Peter 
produced this season was on 18th February, a New Ballet 
Historique (later billed as A New Divertissement) Ac is and 
Galatea with Vestris (Acis), Sga Carolina, D'Egville, 
Henry, Sga Crespi, Duquesnay Jun., The Two Miles Simonet, 
Master D'Egville, Mme Harvey, and Mile Mozon (Thetis)^®
For his benefit performance on 23rd March, Auguste Vestris 
restaged Gardel's Le Premier Navigateur; ou. La Force de 
L'Amour for himself and Giovanni Baccelli who was returning 
to the King's Theatre after an absence of four years. Peter 
D'Egville played an Old Cottager in this ballet, and Miss 
De Camp Cupid- On April 1st D'Egville composed a new ballet 
L'Amour Jardinier which was performed by Vestris, Fabiani, 
Sga Carolina, Pitrot, Mile Mozon, the two Miles Simonet, 
Duquesnay Jun. Henry, Michel, and Mile Baccelli. At later 
performances the names of Miss De Camp (as L'Amour) and 
Miss Hervey were added. For the benefit performance of Mile 
Mozon, D'Egville composed La Fete Marine which included a 
dance La Provençale for her. this was followed by a pas de 
quatre from the Opera Panurge restaged by Vestris for 
himself, Mozon, Baccelli and Fabiani, and Miss De Camp and 
Master D'Egville danced a Sequedilla in the same programme. 
Giroux provided a new divertissement Les Deux Solitaires on 
23rd May and towards the end of the season on 2nd June two 
old ballets were revived Les Amans Surpris. and Ninette a 
la Cour. These ballets had last been seen in the Vestris
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season of 1782 and were probably revived to provide a 
vehicle for Vestris.
This season represents the high water mark of Peter 
D'Egville's career. He had created ballets for Vestris and 
Baccelli and danced for the last time on the London stage. 
With the move to the King's Theatre the spelling of the 
family name was converted to D'Egville and remains in this 
spelling for all Peter D'Egville's descendants to this day. 
It is probable that Peter D'Egville retired completely from 
the stage at this point, and although he could well have 
continued as a teacher of social dance or obtained 
employment in the provinces or abroad, there is no direct 
evidence of his employment in this country after this 
season (though some of his ballets were later produced in 
Mexico).
Peter D'Egville's importance in the development of 
theatrical dance in the eighteenth century cannot be 
underestimated. He was a considerable dancer, a ballet 
master and choreographer for nearly twenty years in one of 
the most important centres of theatrical life in Europe, 
and many of his pupils went on to achieve celebrity. Had he 
not been eclipsed by his more famous son, the name 
D'Egville would still be an important one in the history of 
the dance, resting on Peter's reputation alone.
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3.4 James Harvev D'Eoville dancing in London 1786-91 
With his father's retirement from dancing James and the 
other children, Sophia, George, Fanny and Lewis, began to 
make their way on the London stage. During the 1780s & 
1790s the D'Egvilles were often associated with the Royal 
Circus, [plate 15] one of the minor theatres. This theatre 
had been built to provide a variety of entertainments 
including the ever popular equestrian performances, but was 
also the venue for many ballets. A number of ballets at the 
Royal Circus during the 1780s and 1790s are given as 
"composed by D'Egville”. This is most likely to be George 
D'Egville as he appears in the bills as a performer. Had 
James been composing these ballets the financial 
constraints of the Royal Circus were such that he would 
have made some appearance. Similarly, if Peter D'Egville 
was the composer of these ballets the theatre would be 
expected to have cashed-in on his being "from the King's 
Theatre”.
Master (J.H.) D'Egville joined the Haymarket Theatre for 
the Summer season from June to September 1786 where he 
appeared in a company heavily weighted with juvenile 
performers, with Master Giorgi and Giorgi's Scholars, the 
Two Miss Simonets and the Byrnes. His first appearance on 
this stage was partnering Miss De Camp in The Nosegay 
transferred by Royal command from the Royal Circus where 
his younger brother was performing. They returned on 21st 
June to give The Polonaise. On 6th July "a new dance”
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Jamie's Return (in which a Scotch Reel) by the two Master 
D'Egvilles and Miss De Camp. Jamie's Return was a popular 
success and the performance of Miss De Camp and the two 
D'Egvilles was commemorated in a souvenir engraving by 
Sallier after Miller [plate 8]. This partnership with his 
brother George and Miss De Camp continued for some years 
and was later to be revived when James cast both his 
brother and Miss De Camp in his ballet Alexander the Great 
at Drury Lane in 1795.
The Haymarket season closed on 15th September and the two 
young D'Egvilles found employment at Drury Lane, where Miss 
De Camp was also employed with the company but as an 
actress, although she still joined the D'Egvilles in dances 
such as Le^ Soiree Provençale which was given on 13th Jan 
1787. This pattern of Summer at the Haymarket and the 
season at Drury Lane continued until the Spring of 1789 
when James disappears completely from the London theatre 
bills. At this time James' eldest sister was employed at 
Bordeaux in the Grand Theatre in Dauberval's company where 
she took part in the first performance of his ballet La 
Fille mal aardee on July 1st of that year- It is possible 
that James also spent some time in this troupe previous to 
his employment under Dauberval in London in 1791 and 1792.
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3.5 "The Prospect Before Us" - Rival Theatres and Rival 
Companies
Before continuing to examine the career of James Harvey 
D'Egville on his return to London it is necessary to look 
at the changes which overtook the opera between 1789, when 
the old King's theatre burned down, and 1792, when the 
opera returned to something like its old form. The Opera 
and the King's Theatre were to play a large part in 
D'Egville's career and the circumstances of its 
reconstitution are crucial to an understanding of some of 
his later problems.
For many years the proprietor of the King's Theatre and 
General manager of the London Opera had been Giovanni 
Gallini, his name in later years translated to John Gallini 
but universally known as "Sir John". He had come to London 
as a dancer and had danced at Covent Garden and at the 
Opera later becoming its ballet master and then general 
manager. Around 1760 he published his Critical Observations 
on the Art of Dancing and A Treatise on the Art of Dancing 
in 1762. The stability provided by Gallini's management of 
the opera kept the institution on an even keel and, 
although it had never made a profit, its losses were kept 
within reasonable bounds. This period of relative stability 
however came to an abrupt end.
The King's Theatre, home of the London Opera, burned to the 
ground on the night of 17th June 1789. A fire started in
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the roof of the theatre directly above the stage and spread 
very quickly to the other parts of the building. No lives 
were lost, though the dancers who were rehearsing on the 
stage had a narrow escape, as burning beams began to fall 
from the roof almost as soon as the fire was detected. 
There were a number of accusations of arson but no evidence 
of foul play was ever brought forward. The building had 
been insured but the fire brought John Gallini to the edge 
of ruin, and the homeless Opera company was accommodated at 
the Theatre Royal Covent Garden for the remainder of the 
season.
Gallini was approached by William Taylor with an offer to 
buy a partnership in the opera management. He declined 
Taylor's offer and went into partnership instead, with his 
own legal advisor Robert Bray O'Reilly. Gallini and 
O'Reilly hoped to construct a new opera house in Leicester 
Fields. Taylor independently approached Vanburgh (the 
owner) for the old King's Theatre site, and managed to 
obtain a 13 year lease.
O'Reilly and Gallini obtained a temporary licence to 
present operas at the Little Theatre Haymarket for the 
season of 1789-90, but the two partners failed to agree 
over the plans for the new opera house. Gallini then 
changed sides, joining Taylor (who by now had the Haymarket 
site lease) and they, with the proprietors of Drury Lane 
and Covent Garden, made a formal objection to the building
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of O'Reilly's new theatre. The matter was tested in court 
and O'Reilly was denied a license to build his new theatre 
but was granted a four year license to produce Italian 
opera at the Pantheon. Taylor was given permission to build 
on the old King's Theatre site, but refused a license for 
the performance of opera. O'Reilly was only a front man for 
a cabal of backers which included the Duke of Bedford and 
Lord Salisbury, who wanted to gain control of the opera. 
Salisbury, as Lord Chamberlain, was responsible for the 
allocation of performance licenses. The Pantheon in Oxford 
Street, where O'Reilly planned to house the Opera, had been 
built as a venue for dancing and masquerades in 1772 by 
James Wyatt and the same architect was used to remodel the 
building as an opera house during 1790. The New King's 
Theatre was designed by Michael Novosielski who had 
remodelled the Theatre in 1782; both theatres were 
denounced as unsafe by the opposing management.
O'Reilly, now in possession of the Opera License, renamed 
the Pantheon "The King's Theatre" and the same name was 
taken by the new building in the Haymarket. In an attempt 
to avoid confusing the public, they were forced to head 
their respective bills "King's Theatre, Pantheon", and 
"King's Theatre, Haymarket" respectively. As O'Reilly had 
the Opera's monopoly of producing Italian Opera Taylor 
could only compete with concerts and ballet- O'Reilly 
opened his Opera season on 9th February 1791 with Dauberval 
as ballet master, and Taylor opened a season of music and
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dancing, with Gaetano Vestris as ballet master, on 21st 
February 1791. These illustrious companies were in direct 
competition and London could not support two companies of 
this stature. Neither company gained supremacy.
The following season the Pantheon ballet was conceived on 
a more modest scale. At the King's Theatre (Haymarket) 
Taylor was in severe difficulties, but was able to continue 
by inviting the Drury Lane company to perform at the King's 
Theatre whilst the Theatre Royal Drury Lane was being 
rebuilt. The number of theatres was reduced and the 
problems of the opera syndicate solved when the Pantheon 
burned to the ground in the early hours of 14th January 
1792. It is now clear that the fire was no accident and 
though no-one was accused directly of arson, the insurers 
of the building refused to pay, and were never called on to 
pay out. The Pantheon opera had been deserted by the Prince 
Regent and a decision had been made shortly before the fire 
that the Opera should return the next season to the King's 
Theatre, The Pantheon company was accommodated at The 
Theatre Royal Haymarket for the rest of the season during 
its closed period.
The rivalry between the two factions was publicly settled 
on 24th January when a "General Opera Trust Deed" was 
signed providing for three trustees (The Prince Regent, 
Duke of Bedford, Marquis of Salisbury) to oversee the 
running of the Opera at the King's Theatre Haymarket.
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Taylor was to run the opera as impresario, but he had to 
pay off the debts for which O'Reilly was responsible (Mr 
O'Reilly was safely across the channel). In addition, 
Taylor paid an unknown sum to Gallini for his interest in 
the King's Theatre and so he started his new management 
with a clear title but very heavily in debt.
The gathering momentum of revolutionary activity in France 
was the cause of a number of dancers seeking employment in 
other, safer, European cultural centres. Jean Dauberval, 
who had enjoyed close contacts with the aristocracy and the 
direct personal patronage of Madame de Pompadour, left his 
home town of Bordeaux, and its Grand Theatre, in April 
1790. In that same year, he arrived in London to head the 
dance department at the Opera which was then relocated at 
the Pantheon after the burning of the King's Theatre. 
Dauberval had last been ballet master at the Opera in the 
season 1784-5, his only other season in London, but his 
reputation with the London audience had remained, enhanced 
by his successes at Bordeaux. Dauberval, though he studied 
under Noverre in his earlier years, developed his own style 
distinct from the ballet d'action of Noverre and Angiolini.
This first Opera season at the Pantheon opened on 19 
March 1791 and ran until 9 July 1791. The ballet company 
which Dauberval had assembled contained a number of dancers 
who had served in the opera at the King's Theatre in 
preceding seasons, Duquesnay since 1785, Laborie in 1787
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and 1790, Mlle Del Caro in 1790, the Simonets between 1779 
and 81, and Mile Vedie in 1788. Dauberval brought in stars 
from the European ballet scene. Didelot, Mile Rose 
(Didelot), and his own wife Mme Theodore from France, and 
Salvatore Vigano and his wife Maria Medina - the leading 
Italian dancers of their day. Within the company it was 
Didelot who danced most of the heroic young first dancer 
roles, for example, Telemachus, Zephyre, and Colin in La 
Fille mal aardee and Mme Theodore D'Auberval played the 
heroines. D'Egville's roles in this season. Mentor, 
Brontes, and the title role in The Deserter, were all roles 
in which the acting element of the performance was very 
important.
D'Auberval reproduced for London many of his most 
successful ballets, such as Telemaque. Le Déserteur. and La 
Fille mal aardee. However brilliant, the season made a 
considerable loss, and though the opera might not have been 
run primarily in order to make a profit, its continued 
losses were a severe embarrassment. Perhaps in deference to 
these, when the second season of the opera at the King's 
Theatre Pantheon opened, D'Auberval's company was somewhat 
reduced in number and reduced in 'star' dancers. Salvatore 
and Maria Medina Vigano, cind the Didelots had gone but 
D'Auberval did gain Mile Hilligsberg from the previous 
season's King's Theatre Haymarket company. D'Auberval's 
second season at the Pantheon Opera opened on 17th December 
1791 with A New Ballet Demi-Car actere, composed by
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Dauberval La Fontaine d'Amour, and a new Pantomimic, 
Anacreontic Ballet, L'amant Deauise. and on December 31st 
La Fete Villageoise.
After less than a month of the opera season, the Pantheon 
Theatre burnt to the ground. The Opera transferred to the 
Haymarket Theatre (Theatre Royal Haymarket) where the 
season continued from 14th February with La Fete 
Villageoise performed by Mile Hilligsberg, Mme D'Auberval, 
De la Chapelle, D'Egville, Les Demoiselles Simonet, and 
Laborie. New ballets were performed, on 10th March, a new 
Pantomime Ballet, Le Voyage Fixe. and on 14th April an 
Entire new Grand Pantomimic Ballet La Foire de Smirne; ou. 
Les Amans Reunis in which D'Egville danced the role of the 
Pacha with Hilligsberg, Theodore and De la Chapelle in the 
cast. The production made the most of the smaller theatre 
and was advertised "With new Dresses, Scenes and 
decorations", which was not surprising since the fire at 
the Pantheon had destroyed most of the stock scenery and 
costumes. During this performance D'Auberval introduced 
another novelty to London, the Simonets very unexpectedly 
appeared as vocal performers; "they sung a duet in the 
Seraglio Scene, accompanied on the harp by young Meyer, 
which was very pleasing".^® The season closed on 9th June 
1792.
By the next season the opera had returned to its old home 
the King's Theatre in the Haymarket. The splitting of the
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opera audience and the maintenance of two competing ballet 
companies had benefited no-one. The Opera, now settled back 
at the King's Theatre, was not to see this level of 
competition again for nearly forty years, when Bunn's 
regime at Drury Lane in the 1830s challenged the opera with 
lavish ballets and imported Parisian stars.
Possibly the only Ballet-master in Europe who could follow 
seasons in which Vestris and Dauberval vied for the 
public's favour was Jean-Georges Noverre. His reputation 
primarily as a creator of ballets was acknowledged 
throughout Europe and he maintained and enhanced this 
reputation by a vigorous correspondence with dancers and 
ballet-masters, and by the publication of his own ideas in 
book form. He first published his Letters sur la Danse et 
sur les Ballets in 1760. Noverre had been ballet-master at 
the Opera in 1782, coincidentally following another season 
of Vestris.
The first Opera season opened in the new King's Theatre on 
26th January with Noverre as ballet master and with a 
company which included Nivelon, Favre Gardel, Gentili, 
D'Egville, Miles Hilligsberg, Bourgeois and Vedie, and with 
Mile Millerd as guest star. The Opera, who shared the 
theatre, took precedence over the displaced Drury Lane 
company which still filled the nights when the opera did 
not require the theatre. Noverre's first production at the 
Opera, Venus and Adonis, described as "an entire new Heroic
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Pantomime Ballet," was produced on 26th February. D'Egville 
was cast in the role of Jupiter, Favre Gardel and Mile 
Millerd played the title roles, with Mile Hilligsberg as 
Hebe. In Noverre's next ballet Iphiainia in Auldide; or. 
The Sacrifice of lohiainia produced on 23rd April, 
D'Egville was cast as Agamemnon, with Hilligsberg as 
Iphiginia and Millerd as Clytemnestra. The casting of both 
these ballets shows D'Egville's place within Noverre's 
company. Both roles were somewhat similar - heroic, 
classical, and calling for a stage presence which could 
portray both the lordly power of Jupiter and the anguished 
tragic despair of Agamemnon. These roles are similar in 
character to those which he was given in D'Auberval's 
ballets, this was probably both a natural use of 
D'Egville's particular talents and style of dancing and a 
consequence of his physical attributes, his height, and 
particularly his athletic build.
In June, Noverre showed his confidence in D'Egville's 
abilities as a composer of dances by allowing the 
production of his first ballet at the King's Theatre, Le 
Jaloux Puni. The cast included Mile Millerd, D'Egville, 
Favre Gardel, Mile Hilligsberg, Mile Menage, Mile Gardel, 
Mile Hilligsberg jun. (her 1st appearance), and the name of 
Master Menage was added to bills from the 4th June. But 
D'Egville was also working elsewhere in London. Soon after 
his last performances at the Opera, on the 7th June, the 
Drury Lane company produced A New Comic Dance composed by
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D'Egville and danced by the Young D'Egvilles, Miss 
Phillips, &c. It is possible that D'Egville was acting as 
ballet master at Drury Lane while simultaneously performing 
at the Opera. As the two companies shared the one theatre 
this situation was quite practicable, he may also have been 
second ballet master at the Opera.
In the season of 1793-94 Noverre was again employed as 
ballet master at the Opera. James Harvey D'Egville was 
employed only for the second half of the season from 1 
April to 8th July 1794. The King's Theatre season opened on 
11th January 1794 with a programme which included a new 
Divertissement and a new Pantomimic ballet Adelade; ou La 
Bergère des Aloes danced by Aumer, Gentili, Mme Del Caro, 
Mile Hilligsberg, and Mme M.L.Hilligsberg sen. On 1st March 
Noverre produced a new Ballet, L'Union des Bergeres and 
performed by Aumer, Lahante, Gentili, "Favre Guiardelle", 
Mile Hilligsberg, Mme Del Caro, Mile Guiardele, Mme 
Hilligsberg. and on 1st April "a new Anacreontic Ballet Les 
Ruses de l'Amour danced by Gentili, Aumer, Lahante, Favre 
Guiardelle, D'Egville, Mile Guiardele, Mile Hilligsberg, 
Mme Del Caro.
D'Egville produced his second ballet at the Opera on 31st 
May. It was described as a 'new Ballet Dramatic Pantomime', 
Le Bon Prince; ou. Les Infortunes Vertueux with Favre 
Guiardele, Gentili, Aumer, Master Menage, D'Egville, Mlle 
Hilligsberg, Mlle Guiardele, and Mme Del Caro in the cast
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and to music by Tomich. During this season D'Egville also 
lent his talents to a performance at Drury Lane to honour 
a recent naval victory. The performance was given on 2nd 
July 1794, and entitled The Glorious First of June "The 
ballets composed by James D'Egville, the principal dancers 
- D'Egville, Gentili, and also by permission of the 
proprietor of the King's Theatre, Mme Del Caro, Mile E. 
Hilligsberg, Mile Hilligsberg." This is the first bill to 
name D'Egville "James" specifically and validates the 
assumption that the Drury Lane ballets, at least in this 
season, were composed by James Harvey and not his father or 
brother. The success of D'Egville's productions for Drury 
Lane in this season was to lead to grander opportunities in 
the next. D'Egville started again at the Opera the next 
season but was dismissed after giving only six 
performances. He attempted to sue Taylor but was unable to 
proceed as his contract had not had a stamp ( as with a 
receipt required to make it an official document). He was 
now free to concentrate his efforts at Drury Lane.
The visits of Noverre to London served to set a standard to 
which members of the Opera company and to a lesser extent 
the other dance producers in London could aspire. His 
visits gave an opportunity for young dancers to absorb his 
ideas and working methods, and it is no coincidence that of 
Noverre's 1793-4 company, Favre Guiardelle, D'Egville and 
Aumer all went on to achieve distinction as choreographers. 
For D'Egville to have produced ballets during Noverre's
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season in addition to working under Dauberval was a stamp 
of approval which would be invaluable in promoting his own 
career.
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Chapter 4.
Chiron and Alexander - D'Egville in charge.
4.1 Alexander at Drury Lane
4.2 D'Egville at the London Opera 1799-1809.
4.3 D'Egville in exile
4.4 D'Egville's return to the Opera 1826-27
4.5 Swansong - D'Egville's Haymarket season of 1836
James Harvey D'Egville's years of training were over. He 
now had to show both the public and the managements of the 
various theatres in which he worked that he was capable of 
not only producing ballets to suit the public taste and 
within the limited resources of the Corps de Ballet, but 
also of controlling the entire ballet department. On the 
former count D'Egville had proved by his ballets at the 
Opera that he was capable of producing ballets of an 
acceptable standard, but on the latter count he was yet to 
be tested.
4.1 Alexander at Drurv Lane.
After his London seasons with Dauberval and Noverre, James 
Harvey D'Egville remained in London producing occasional 
ballets for the Theatre Royal Drury Lane. In October 1794, 
before the Opera season had begun, D'Egville produced a new 
dance for Drury Lane featuring two French dancers, Fialon 
and Aumer, both members of the London Opera company. In the 
Opera season which started on 6th December D'Egville danced 
in the new ballet master, Onorati's, first production 
Giustino I. Imperatore dei Romani; or. II Trionfo dell' 
Amore e dell' Amiciza but he was not featured thereafter. 
One reason for this absence was that he was already engaged
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in the production of a major ballet for Drury Lane. The
ballet, Alexander the Great. was conceived on a grand
scale, and rehearsals started as early as November 19th.
There was a new interest in ballet on the English Stage,
two days before D'Egville's rehearsals began, of James
Byrne's ballet Hercules and Omphale for Covent Garden,
described as "the most magnificent exhibited on the English
stage for many y e a r s h a d  its premiere. Ballet at Drury
Lane and Covent Garden had been produced in the seasons
leading up to 1794-5, but always as an occasional or a
minor part of the attractions to be seen at these theatres,
but now at Drury Lane, Alexander was specifically concocted
to show the new stage, now enormously enlarged, to its best
advantage. A playbill issued shortly before the first
performance calls it
A Representation calculated to shew the extent 
and powers of the New Stage, and which has been 
in preparation during the whole of the season".=
The synopsis of the action of Alexander. which was given 
free at its first performance, lists 22 named characters 
and names another 8 female and 6 male performers. The 
casting of the roles in the ballet was divided between 
regular performers at the Opera and members of the Drury 
Lane acting company. This was a ballet on a truly grand 
scale, more lavish than anything seen recently at the Opera 
and perhaps consciously reflecting the scale of his mentor 
Noverre's Chinese Festival which was also produced for 
Drury Lane.
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D'Egville himself took the title role with Aumer as 
Hephestion and Hilligsberg as Statira, both imported from 
the Opera. The role of Philip (Alexander's physician) was 
given to D'Egville's brother George, and his sisters Sophia 
and Fanny both had roles, one as an Amazon and one as an 
attendant at the Persian court. The members of the Drury 
Lane company who took minor roles in Alexander were actors 
who were cast in minor roles in plays at Drury Lane.
Despite the long preparation, and the complete closure of 
the theatre on the 11th February in order to give the 
ballet an evening rehearsal, the third act of the ballet 
was confused and incomplete at its first performance on 
12th February 1795. Subsequent performances had to be 
arranged around the commitments of those performers who 
were under contract to the Opera and members of the Drury 
Lane company began to replace Opera performers on some 
nights: Charles Kemble stood in for Aumer as Hephestion as 
early as its 4th performance and Miss De Camp an actress 
with considerable dance experience in the earlier years of 
her theatrical career, replaced Hilligsberg later in the 
season. The ballet was given thirty six performances up to 
the 15th April (just after Easter). No expense was spared 
in the fitting up of the production, new music was provided 
at a cost of £30, and each of the dresses was said to have 
cost £5; newspaper reports claimed that as many as 200 
soldiers were to be employed in the spectacle.= On the 
second night Alexander's triumphal car, which had not been
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ready for the first performance, was completed and was 
drawn by two elephants.
The ballet is divided into three acts. Acts I and II 
contain most of the action of the piece and each has three 
scenes. Act III consists of an extended triumphal 
procession ending with the marriage of Alexander and 
Statira. The grand procession was part of the theatrical 
vocabulary of the eighteenth century; Garrick had used it 
as part of his celebration of Shakespeare's jubilee at 
Drury Lane (a performance in which James' father Peter 
D'Egville had taken part), and which happen occasionally 
when theatrical producers have access to large funds and 
numbers of performers. Today, this scale of performance is 
confined to 'monster' productions of operas such as Verdi's 
Aida. D'Egville continued to produce work for Drury Lane in 
this 1794-5 season, the opera-masque The Triumph of Hymen 
staged on May 6th may have been partially the work of 
D'Egville and he certainly remounted The Deserter (after 
Dauberval) for his own benefit performance on 20th May 
1795.
There was to be no ballet at Drury Lane next season (1795- 
6), and no D'Egvilles on the London stage the season after 
(1796-7), except for November 1797 when one of the 
D'Egvilles appeared at Drury Lane with a Miss Goddard 
("from the Margate Theatre"). The resignation of John 
Philip Kemble as general manager of Drury Lane in late
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April 1795 might also be a contributory factor in ballet 
being dropped from the Drury Lane programmes. James was 
paid £30 on 13 November as compensation for waiving his 
claim to be engaged this season. His next appearance in 
London was to be at the King's Theatre and as ballet 
master.
In the period between Noverre's last London season as 
Ballet master in 1794 and James Harvey D'Egville's first in 
1799, two men held the position of ballet master at the 
Opera, Giacomo Onorati and Sebastien Gallet (another former 
pupil of Noverre). It would, perhaps, be more accurate to 
state that three choreographers worked at the Opera during 
this period, as Didelot, produced ballets at the Opera as 
well as being engaged as its first dancer. Didelot had 
earlier choreographed two ballets La Bonte du seigneur and 
Richard Coeur-de-lion at the London Opera in the 1788 
season when Noverre had been ballet master, but these were 
only seen at Didelot's benefit performance and did not 
enter the Opera repertory. When Didelot returned to London 
in 1796 he had the added experience of dancing and 
choreographing in Bordeaux under Dauberval, and dancing in 
Lyon and in revolutionary Paris.
During this 1797 season Didelot produced Flore et Zeohire 
which he revived in the next season. The ballet quickly 
became a favourite and he reworked it on his return to 
London from Russia in 1812, it was revived at the Opera in
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1815, 1821, 1830, 1831, and 1833 (the 1830 revival for the 
debut of Marie Taglioni). Didelot's other ballets in this 
period included two based on popular Scottish themes. 
Little Peggy's Love and L'Heureux naufrage. ou Les 
Sorcières écossaises.
4.2 D'Egville at the London Opera 1799-1809.
Becoming ballet master at the Opera must have fulfilled 
many of D'Egville's dreams. He was ballet master in full 
title, whereas the height of his father's achievement had 
been a partial ballet mastership of a single season at the 
Opera, and James had achieved all this before the age of 
thirty.
In the first period of D'Egville's employment as ballet 
master of the Opera from the Spring of 1799 to 1802 the 
repertory was dominated by revivals of ballets by his 
teacher Dauberval. The company in the first season included 
the Didelots, Labories and Mme Hilligsberg as well as 
D'Egville and his wife (the former Miss Berry) while Mile 
Parisot remained at Drury Lane. The season opened with 
revivals of Gallet's Ariane et Bacchus and Didelot's Little 
Peggy's Love. In January Barre produced Les Deux Jumelles; 
ou. La Méprisé. Barre may have acted as second ballet 
master at the opera at this time, but the role of the 
second ballet master, when there was such a position, was 
always unclear. There are references to such a position 
(held by M. Boisgerard) in the 1820's when superintendence
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of the then recently founded opera ballet school was part 
of his duties, but in the eighteenth century there is no 
hard evidence that such a position was formally 
acknowledged. Nevertheless Barre's position in the Season 
of 1798-99, and D'Egville's production of ballets during 
Noverre's ballet mastership, imply more than an informal 
arrangement.
D'Egville's first choreographic contribution to the season 
was a revival of Dauberval's Telemaaue {26/2//^ ^^ ) , billed as 
'under the direction of J. D'Egville'. The music, from the 
works of Haydn, Pleyel, Sacchini, Gluck, Schulz and Moreau, 
was compiled by D'Egville and the director of Music at the 
opera, Bossi. The use of a variety of music was common 
practice at this period and favourite tunes were often 
incorporated. This production, though using the same story, 
was not a slavish copy of Dauberval's work as a 
contemporary comment makes clear;
Telemaque is the same as that produced by 
Dauberval at Bordeaux, as to the management of 
the story on the stage ; but the Dances are the 
composition of D'Egville.*
The ballet was also billed as having entire new scenes
designed by Marinari, dresses were by Sestini and the stage
decorations by Johnston of Drury Lane, another example of
the close co-operation between these two theatres. Didelot
was cast in the title role with Rose Didelot as Calypso,
Mile Hilligsberg as Eucharis, and Mme Laborie as Venus.
D'Egville took the part of Mentor and his success in the
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role can be gauged by the fact that it was mentioned in a 
review of Achille et Diedamie five years later.®
In April, D'Egville revived Dauberval's La Fille mal gardée 
for Mme Hilligsberg's benefit performance. The bill for 
this first performance gives the full title as Honi Soit 
qui mal y Pense; ou. La Fille mal gardée, but the ballet 
was billed as La Fille mal gardée thereafter. The first 
part of the title was billed again when the opera company 
danced at Drury Lane for Kelly's benefit on 8th May; here, 
the bill includes the Pas de Trois of La Fille mal gardée, 
and the Minuet of Four. Honi Soit qui mal y Pense. It is 
possible that the first bill is a mistake, especially given 
that the ballet was already well known in London as La 
Fille mal gardée. D'Egville had danced in Dauberval's 
Pantheon production and his sister Sophia at least, had 
taken part in the ballet's Bordeaux premiere so he would be 
familiar with both the music and Dauberval's choreography, 
though in an account of the first London performance there 
is evidence that the music for the Pantheon production was 
also "selected"®
The two other productions of this season were; Tarare et 
Izra - created for Mme Rose's benefit, and La Double 
Epreuve. During this season, the Drury Lane company 
produced Pizarro a spectacular drama by Sheridan adapted 
from Kotzebue's Die Spanier in Peru. Michael Kelly [plate 
17] was in charge of the music, and airs and choruses were
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interpolated into the piece, and according to the Monthly 
Mirror?. D'Egville arranged the mime sequences and 
processions. The first performance lasted almost five hours 
and subsequent performances had to be severely cut. Despite 
cutting it proved a great favourite and D'Egville's 
successful collaboration in another Drury Lane spectacular 
on the scale of his own Alexander shows how useful he was 
to the management of the Theatre Royal. The terms under 
which D'Egville worked at Drury Lane whilst still ballet 
master at the opera are not easily explained. There is 
little direct evidence as to the work undertaken by the 
ballet masters whom both the Theatres Royal kept on their 
payroll and, even given the unprecedented amount of 
interaction between the Drury Lane company and the Opera at 
this period, it is difficult to imagine where D'Egville 
found the time to hold both positions. It is possible that 
D'Egville was brought in from the opera to help with 
particular productions, as he had been to produce Alexander 
the Great in 1795, but it is more likely that he retained 
the post of ballet-master at Drury Lane from some time 
before 1795 and provided services only when needed.
In D'Egville's second season as ballet master at the Opera, 
he was more able to shape events. He introduced new ballets 
and some new dancers. One new dancer who joined the opera 
company this season was A. J. J. Deshayes. Though Deshayes 
was advertised as coming from the Opera House at Madrid he 
was in fact a product of the Paris Opera and a pupil of
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Armand Vestris. Deshayes made his first appearance in Les 
Jeux D'Ealè^. an Anacreontic ballet by Dauberval, revived by 
D'Egville and given first on 11 January 1800. The Times 
reviewer was impressed by the new dancer and wrote:
The other novelty of the evening was Deshayes, 
the pupil and rival of the younger Vestris. He 
was during the last season the principal dancer 
at Madrid. His figure is graceful, and he is not 
surpassed by any other dancer in agility and
promptitude of execution. His steps and changes
are distinguished for neatness and strength, and 
he finishes in the style of Vestris.®
Deshayes was to remain a major player at the London Opera-
He based himself in London, and, after retiring from the
stage, became a fashionable teacher of dancing, like
D'Egville in both London and Brighton.
This season also saw the return to the Opera of Mile 
Parisot [plate 20], who, with the Labories, the Didelots, 
D'Egville and Mme Hilligsberg made up the sum of the
featured dancers of the company. The same Times review 
cited above gives a rare insight into the composition of 
the orchestra at the Opera.
the Band was numerous, and was led by Salomon in 
a masterly style. Kelly presided at the piano­
forte, and the musical department of the Theatre 
continues under his direction.*
Michael Kelly was both stage manager at the opera,
conductor of its orchestra, (at this time the continue
harpsichord of the eighteenth century had been replaced by
the more versatile Piano), and as well as a singing career
at Drury Lane (and at the Opera) ran a profitable music
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publishing house from rooms at No.9 Pall Mall. Kelly was 
eventually replaced as manager by D'Egville, and 
consequently little mention is made of D'Egville in his 
extensive reminiscences. (The only incident recorded 
relates how Kelly, filling in for an absent performer, was 
kicked by D'Egville in a fit of temper).
D'Egville's Hyppomene et Ata1ante was given its first 
Performance on 4th March 1800 with Deshayes and Parisot in 
the title roles. The ballet was given seventeen 
performances this season at the Opera and was revived the 
next season. The normally sparse information given in 
newspaper reviews is in contrast to the amount produced in 
the case of this ballet where three accounts of the 
performance were published in the Times. The first is 
typical of a notice which could easily have been 
constructed well in advance of the performance, this would 
not be surprising given the lengths of performances at this 
time, and adding the extra pressure of a premiere, when the 
reviewer could almost certainly have counted on a late 
curtain down. There are any number of this type of notice 
in the early years of the nineteenth century.
The Opera - A new grand Ballet was last night 
brought forward at this Theatre, called Hippomene 
& Atalante. The late hour at which the curtain 
dropped prevents us from entering into the merits 
of this splendid dance, which shewed off the 
graces of Hilligsberg, Parisot, and Laborie to 
the greatest advantage. The entertainment of the 
evening was, however, full half an hour too 
long.^°
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The second account, though sparse, is specific, the 
reviewer rates the performances he has seen, in which 
Parisot has clearly been the most impressive, and other 
performers are mentioned and praised for specific 
accomplishments. Also two items from the ballet. The Race. 
and the Pas de Sent, are singled out for praise. Without a 
surviving score or scenario, these mentions, are the only 
evidence of the internal structure of the ballet.
The New Ballet of Hyppomene & Atalante, which 
displays the inventive powers of D'Egville in a 
very advantageous point of view, received every 
possible support from the whole Corps de Ballet. 
Parrisot has improved both in acting and dancing, 
and Didelot, Laborie, Deshayes, and Hilligsberg 
exhibited a combination of diversified talents in 
elegant attitude and impressive gesticulation 
that are not to be equalled, at the present 
moment, in any other Operatic Establishment of 
Europe.
The race is admirably managed, and the 
execution of the Pas de Sept, at the conclusion 
of the Ballet, is a chef d'oeuvre in this branch 
of public recreation.
The third account occurs in the 'society' news columns of 
the paper some two months after the ballet's premiere. This 
gives added information, the men Didelot, Deshayes and 
D'Egville are all praised for their strength and agility, 
Hilligsberg is praised for her "natural acting", and 
Parisot "above all" is praised but for the "new style and 
manner" which she has adopted since her return to the 
Opera. The reviewer is however not able to be more specific 
as to what this new style consists of, though they make 
clear that the new style is in addition to Parisot's old 
repertoire, and not a complete change.
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The Opera on Saturday night was again crowded to 
the utmost degree, and some of its visitors as 
usual were obliged to find places on the stage. 
The strength of the Corps de Ballet, which was 
never rivalled, and above all, the delightful 
dancing of Parisot, who improves nightly upon the 
public, were irresistible attractions. The new 
style and manner which this fascinating Actress 
has adopted since the renewal of her engagement, 
have not excluded those graceful attitudes with 
which she first charmed us. She leaves nothing to 
be desired in Atalanta. The natural acting of 
Hilligsberg is worthy of all praise, and the 
grace, strength and agility of Didelot, Deshayes, 
and Degville, merit all the applause they 
receive. The Prince of Wales was in his private 
box.
D'Egville's other productions of this season were, Telasco 
et Amaahi. a Peruvian ballet after the fashion set by 
Pizzaro at Drury Lane, a Divertisement Bayadaire. and 
Renaldo e Leonora, in which Mile Parisot accompanied part 
of the dancing on the harp and Piano Forte. The old 
DeCamp/D'Egville favourite Jamie's Return was advertised 
for D'Egville's benefit on 5th of June but there is no 
record that it formed part of the final bill.
The next season, 1800-01, consolidated D'Egville's 
position. His first production of this season Pvomalion was 
produced on 3rd January 1801, billed as including an 
episode entitled "L'Anniversaire des noces de Flore et
y'
Zephyre" the ballet received 11 performances in this 
season. The review of Pygmalion printed in The Morning 
Chronicle on the 5th of January marks a change in reviewing 
practice for D'Egville ballets. The critic here treats the 
ballet as a work of art and of craft, and criticises the 
work in a constructive manner which gives both a sound
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account of the ballet as well as highlighting several 
features which fall, in the opinion of the reviewer, well 
below the standard of the rest of the performance.
A new ballet of action on the story of Pygmalion 
was brought out. It is the composition of Mr. 
D'Egville. In his programme he claims the
indulgence of the public for the license he has 
taken in adopting a subject which has already 
engaged the talents of others, but he quotes the 
example of the best masters for the right of 
treating a mythological story in his own manner.
No claim will be more readily admitted. The
Ballet Master is allowed all the licence of the 
poet and the painter. He has a similar object - 
and he has the advantage over both, that he 
speaks to the eye by his scene, and the ear by 
his music - that his instruments are almost 
universal - his pictures are alive - that he 
unites every power which can attract, arouse, or 
interest the soul; and that he is exempt from all 
the laws which bind even the drama in its 
classical chains. - We allow then his free powers 
of excursion through the realms of fancy, and 
demand only that his action shall be so clear as 
emphatically to explain his story without the aid 
of the only organ which is denied him, speech. On 
this ground, we presume to criticise Pygmalion.
The reviewer continues with a more detailed criticism of
the ballet itself. The main fault he finds is that the
ballet is made up of two halves which do not join together
well.
It begins by an episode, beautiful we own, almost 
beyond example, but an episode ought to be 
interwoven with the main story, as a relief, and
a variety. The Anniversary of the nuptials of
Zephyrus and Flora, is here a complete 
Divertisment, and might be separated from the 
Ballet without the slightest breach of unity. It 
forms an entire act.
The second act, though criticized for excessive speed of
action (interestingly contrasted with a slower speed
encountered on the Continent) and a technicality of
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production with a curtain, is singled out for praise. 
Especial mention is made of Bossi's music.
The second act opens with the studio of 
Pygmalion. - A curtain conceals the block of 
marble which is to be the future Galathea. This 
curtain is not necessary. The block ought to be 
sufficient to conceal the figure, because Mr. 
D'Egville's story requires that he should view 
it. We say Mr. D'Egville's story, because ever 
since the days of Fenelon, this story has been as 
capriciously treated by critics and commentators 
as it can be by artists. The progress of the 
fable is perhaps too slow. The English spectators 
have not the patience for the slow and gradual 
working of the passions. They desire to be roused 
by a more rapid movement than is used on the 
foreign stage; and this we think is the only 
fault of the performance. The groups are 
beautifully imagined - the acting both of M. and 
Madame Didelot is exquisitely fine, and the music 
does infinite credit to Bossi. It is without 
exception the best adapted to the passion we ever 
witnessed. We think Mr. D'Egville might improve 
the effect of animating the statue, if Venus 
would draw down the vital spark from heaven, 
instead of using the torch of Cupid. We have no 
doubt that the ballet will be a most popular 
piece, as it has infinite beauty, both of 
decoration and dancing.“
In contrast the Times notice of the same performance is 
pedestrian in the extreme.
The Ballet of Piomalionfsici possesses no 
inconsiderable degree of connection and 
consistency, and affords a favourable display to 
the respective talents of the Didelots, the 
Labories, Hilligsberg, and Parisot.^*
D'Egville's other major creation of this season was a new
pastoral ballet Barbara and Allen; or. The Orphan which was
given its first performance on 25th April 1801. It was
given twelve times that season and another nine times the
next. Again Parisot was singled out for praise:
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The Hornpipe of Parissot in the charming Ballet 
of Barbara and Allen, was again the admiration of 
the Audience. Nothing can exceed the fascination 
of her steps and movements.^®
Heliska and the divertissement Des Quatre Nations completed
D'Egville's work that season.
During the periods when the Opera was closed D'Egville and 
his wife sometimes performed in provincial theatres. In 
November 1801 they were in Sheffield performing in 
Valentine and Orson. D'Egville as Orson and his wife as 
"Fair Eglantine, (the Female Warrior). They both appeared 
in Nottingham the next May and James alone in Birmingham in 
June, and some at least of the missing dates in D'Egvilles 
history may have been filled with provincial rather than 
forreign travel especially in the years where war made 
continental travel difficult.
In D'Egville's fourth consecutive season as ballet master 
at the Opera in 1801-2, there were changes in the 
composition of the ballet company. Didelot and his wife 
Mile Rose had been lured to St Petersburg and native 
dancers such as Oscar Byrne (one of the sons of James 
Byrne) and D'Egville's pupil Miss Cranfield were promoted 
within the company, though it was still dominated by 
foreign artistes like Mme Hilligsberg and Mme Laborie.
D'Egville's first production in this season was a new 
ballet, Amintas et Svlvie; ou, L'épreuve Recênrogue. A
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Times. review gives evidence of the popularity of the 
ballet at this time
The audience was in no part of the house very 
numerous at the commencement of the Opera ; but 
after the Ballet of Amintas et Silva, the company 
increased, particularly in the boxes, and the 
house was much better attended than on any night 
since the beginning of the season.^®
The season continued with the production of Irza. or The 
Nabob of Arcot. a "grand heroic ballet"^? (described by 
Ouiton as "a Spectacle") which premiered at Kelly's Opera 
benefit on 2nd February 1802.
D'Egville strengthened his corps de ballet by the addition 
of another new dancer M. Giraud who made his debut this 
season, in a new divertissement. Le Jugement de Midas. The 
Times. reviewer of this debut gives more information about 
the dancers than has appeared in Times reviews before; he 
says of Giraud
He unites two great requisites for an eminent 
dancer; firmness of pas, and agility of movement. 
His style is certainly formed upon the best 
principles of the art, and in vigour and activity 
few dancers have, in the memory of the amateurs, 
been superior to him. In both, particularly the 
former, he surpasses Deshayes; yet their manner, 
in almost every instance, assimilates very much. 
M. Giraud's debut was productive of general 
fascination, and he may be deservedly considered 
as a most valuable addition to the Corps de 
Ballet. It is however to be regretted, that he 
has not sufficiently cultivated the Graces, who 
accordingly are not very propitious to the 
display of his talents.
The Divertissement, though not particularly 
distinguished for novelty or brilliancy of 
effect, does credit to the industry and taste of 
D'Egville.^®
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with both the Times and the Morning Chronicle united in the 
praise of D'Egville's talents his position as ballet master 
was reasonably secure. In May he revived Paul & Virginie 
for Hilligsberg (Paul) and Madame Laborie (Virginie), other 
members of the cast included Mr. Laborie, Mr. St Pierre and 
Miss Cranfield, billed as a pupil of Mr. D'Egville, and the 
first of his pupils to be brought out as a featured dancer 
at the Opera. But it was Hilligsberg, dancing, as she often 
did "in men's cloathes" who dominated. The Times writes
The Grand Ballet of Paul et Virginie succeeded 
the Opera with its accustomed eclat. Madame 
Hilligsberg in Paul displayed a combination of 
grace and agility that produced general plaudits. 
The intrusion of a great number of foplings and 
petit maitres on the stage during the time of the 
performance, excited just and loud marks of 
reprobation on the part of the Pitt and 
Gallery.^
The ballets Paphos Assiégé Par Les Svthes. and La Coquette 
Villageiose completed D'Egville's creations for the Opera.
D'Egville also choreographed a ballet during this season at 
the Theatre Royal Covent Garden. Entitled The Brazen Mask, 
or Alberto and Rosabella. was billed as "A Grand 
Spectacle"^® invented by John Fawcett and included songs by 
T. Didbin with music by Davy and Mountain. Oulton comments 
that "The scenery was magnificent, and the ballet met with 
great a p p l a u s e . I t  is strange that D'Egville should be 
producing a ballet at Covent Garden when his connections 
with the English Stage were with the Theatre Royal Drury 
Lane. Later that year, he produced a new ballet The Fairies
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Revels. or Love in the Highlands again an invention of 
Fawcett, based on Moore's poem The Ring. the setting at 
least anticipating La Sylphide by thirty years. The ballet 
was performed during the Summer at the Theatre Royal 
Haymarket, mainly by children - possibly pupils of 
D'Egville.
These excursions into the Patent Theatres, Covent Garden in 
April with The Brazen Mask. Drury Lane in May with the 
Opera production of Irza (for a benefit), and the Haymarket 
with The Fairies Revels in August show clearly that 
D'Egville was making the most of every opportunity that 
London afforded him.
During the 1802-3 season D'Egville took advantage of a 
temporary halt in the war to accept an engagement in 
France^\ The Opera ballet was placed in the hands of M. 
Gallet. Unlike D'Egville, Gallet produced his own ballets 
exclusively during this season. He used the new resident 
King's Theatre composer. Winter, for his ballet Vologese. 
King of the Parthenes (premiered 26th April 1803). His 
other ballets were La Fete de Venus. La Foret enchantée. La 
Fiore de Batavia, and Laurette.
This was to be Hilligsberg's last season at the London 
opera, she had charmed the London audiences for eleven 
years, and after retiring to France she died there in the 
following year.
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The return of D'Egville to the King's Theatre in 1804 marks 
the second period of D'Egvilles ballet mastership at the 
London Opera. During his excursion to the Continent (he had 
taken advantage of a brief period of peace to accept an 
appointment in France) he would have observed all the 
latest fashions and developments in Paris and he returned 
to London ready to test these on the London public. The 
London of the early years of the nineteenth century was 
very different from that of the mid eighteenth which had 
rioted when Garrick had served up "French'* dancing at Drury 
Lane. The Public, or at least the Subscribers to the Opera, 
accepted that ballet was a French art and with so many 
French refugees in London this war was not as xenophobic as 
wars either before or since.
D'Egville balanced new French fashion with the promotion of 
native practitioners, he brought Miss Cranfield back as a 
featured dancer and his own brother George was also added 
to the company which included the Deshayes', Parisot and 
Mme Laborie. D'Egville's first ballet Le Voeu Téméraire; 
ou. L'Amite Ced(f> a T.'amour premiered on 14th January. On 31 
January he produced one of his most successful and original 
ballets, Achille et Deidamie. It received 25 performances 
in the 1804 season and was revived for nine performances 
the next. Although the numbers of performances cannot be 
taken as an accurate guide to the success of a ballet, it 
does give an indication of its popularity. The London Opera 
audience would attend the King's Theatre on a regular basis
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and with the necessarily limited repertory would be forced 
to see the same operas and ballets a number of times. In 
this respect, with its subscription system and limited 
season London was less able to keep works on a repertory 
basis. The limited audience in London craved novelty, 
whereas the authorities at the Paris Opera could afford, 
with their wider audience, to keep works in the repertory 
for longer and to take more time and care in their 
preparation. Another benefit which the Paris Opera had was 
the continuity of a permanently appointed ballet master, in 
D'Egville's day Gardel, who jealously guarded his right to 
produce ballets at the Opera to the exclusion of other 
choreographers who had either to go to one of the smaller 
Paris theatres, to the provincial theatres (such as Lyon & 
Bordeaux) or abroad, in order to produce ballets 
themselves. D'Egville was still at the height of his powers 
as a dancer and his performance as Chiron the Centaur tutor 
to Achilles in this ballet was praised by the critics.
Later in the season he revived Irza. and produced Le 
Jugement du Bercer Paris after the ballet by Gardel at the 
Paris Opera which he may have seen in the previous season. 
The season of 1804-5 opened on 24th November 1804 with 
Gardel's Le Jugement du Berger Paris which D'Egville had 
mounted for the Opera the previous season. Achille et 
Deidamie was revived in December and given nine more 
performances. D'Egville's first new production was La Belle 
Laitière: ou. Blanche Reine de Castille which was premiered
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on 26 January 1805 and was given 33 performances during the 
season. The ballet was announced as a "New Fairy Ballet" 
and was a vehicle for Mile. Parisot whose Shawl Dance 
quickly became a favourite of the public. The shawl dance 
continued to be popular and was later taken up by Marie 
Taglioni in La Bayadere. Fanny Elssler in La Voliere. and 
Fanny Cerrito in Laila Rookh. La Belle Laitiere also had a 
dance with castanets and a dance with Tambourines, both 
performed by the Deshayes. Crazy Jane, a ballet based on a 
popular ballad was composed for Mme Laborie's benefit 
performance to music by Fiorillo (not by D'Egville 
himself^®). There followed two ballets on ostensibly 
British historical themes, Ossian. ou Les Bardes which was 
given its first performance on 16 May 1805 at the Deshayes 
benefit. The music by Fiorillo was published shortly after 
by Michael Kelly, and Edouard III; ou. Honi Soit Oui Mal Y 
Pense which was given two performances only towards the end 
of the season. D'Egville's last new production this season 
was La Fille Sauvage; ou. L'Elève de la Nature; ou. Le 
Pouvoir de la Musigue. which ballet was revived the next 
season under Rossi and again in 1808 after two seasons 
absence by D'Egville.
D'Egville left the Opera for the next two seasons. During 
Rossi's ballet mastership Deshayes, now firmly established 
as a favourite at the London Opera, produced two ballets La 
Dansomanie (after Gardel) on 15 May 1806, and L'Enlèvement 
d'Adonis on 7 May 1807. There is no surviving record of
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where D'Egville spent all of these two seasons. With his 
reputation he could have obtained a post at any of the many 
Continental Opera Houses, and it more than likely that he 
was working abroad as there is also no record of him 
working in the Patent Theatres. He certainly spent part of 
this time with Aumer in Paris.
When D'Egville returned to the London Opera in 1808 it was 
not only as Ballet Master, but also as Acting Manager of 
the King's Theatre and with an unprecedented five-years 
contract. What exactly the title of Manager meant is 
problematical, as, at this time, the Manager of the Opera 
was not necessarily in complete control of the enterprise. 
Michael Kelly had, for a number of years, held the title of 
Stage Manager at the Opera in addition to working for the 
Theatre Royal Drury Lane, and one consequence of this 
arrangement was that artists of the Opera and the entire 
Corps de Ballet could be counted on to perform at Kelly's 
Benefit performances at Drury Lane. Kelly was dismissed by 
Taylor before the 1808 season started and Waters took the 
matter to the court of Chancery in pursuance of his feud 
with Taylor. There he insisted that there could not be an 
"acting" manager; that D'Egville was in fact Stage Manager 
(Kelly's old position); and that D'Egville was an unfit 
person to hold either post. In Waters submissions he also 
states that D'Egville as ballet master of the Theatre Royal 
Drury Lane, could not take up the position as Acting 
Manager of the Opera, but the Court of Chancery found no
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problem with D'Egville holding both posts. This dispute may 
explain why Kelly ignores D'Egville in his detailed 
memoirs, despite the fact that he had published the scores 
of several D'Egville ballets and that the Opera ballet 
under D'Egville was a regular feature at his own benefit 
performances at Drury Lane.
The season opened on January 12th with a programme which 
included L'Offrande a Bacchus between the acts of the opera 
and a revival of La Belle Laitière. This season's company 
included the Deshayes and Mile. Preslé. On February 9th 
D'Egville produced L'Enlevement de Deianire which was 
followed by two ballets with a Chinese theme La Fete 
Chinoise on 20th February, and Le Mariage Secret; ou. Les 
Inhabitants du Chêne, which was given its first performance 
on the 26th March 1808. Three reviews, whose newspaper 
source is unidentified, give the reaction of the newspapers 
to this ballet.
King's Theatre - The very beautiful ballet of the 
Secret Marriage was performed for the second time 
last tuesday evening. There were passages in this 
Pastoral subject as delightful as any thing we 
ever witnessed, particularly the Allemande en pas 
de Trois in the first act; the gestures, the 
groupings, and the attitudes in this trio, are 
enchanting. The air is Doric, and the harmony of 
the dance and music does infinite credit to the 
taste of D'Egville, and to the execution of the 
performers.
9th April 1808
The delightful waltz in which the Deshayes and 
Miss Cranfield display their abilities to the 
greatest advantage, aided by D'Egville's Young 
Pupils, who form an interesting group.
93
9th April 1808
King's Theatre... the Young Pupils of Mr. 
D'Egville form conspicuous figures in this pretty 
ballet, at the head of whom Miss Gayton may be 
mentioned as eminently promising. This young lady 
gave her favourite Hornpipe, amidst reiterated 
plaudits.^
The appearance of "Mr. D'Egville's Pupils" or "Mr. 
D'Egville's six Pupils" was another novelty at the Opera 
introduced by D'Egville in this season. They are usually 
billed as an entity and specific dances within ballets were 
choreographed for them. A number of ballet scores from this 
season and the next include specific numbers for the group. 
The featuring of two dancers Miss Cranfield and Miss Gayton 
[plate 18], both also pupils of D'Egville, in this season 
was the first fruit of D'Egvilles ambition to create a pool 
of native talent which would provide the Opera with not 
only its minor dancers, but with solo artists trained to a 
standard equal to that of the Opera schools of the 
continent. In this ambition he reckoned without the 
subscribers’ taste for the foreign, especially the French, 
in their favourite dancers, or at least he seriously 
underestimated it. It is difficult to assess, however, how 
many of D'Egville's pupils simply assumed stage names with 
a french accent in order to disguise their native roots, as 
later British dancers were to change their names in the 
early twentieth century. D'Egville himself was British 
born, but he had the advantage of both a French father and 
a French name. Dancers such as James Sullivan often made 
their reputation under changed names and when he returned
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to London partnering Fanny Elssler as Sylvain, he was 
announced as dancing here "for the first time". Other 
dancers, like Mile Luppino, made inroads by returning from 
abroad, in her case from St Petersburg.
In the latter part of this season D'Egville produced 
Constance et Almazor an Indian ballet, and Emilie; ou^ Les 
Erreures de la Jeunesse. At the Theatre Royal Drury Lane 
where he held the position of ballet master, D'Egville 
produced two ballets, Caractacus. a ballet d'action, and 
Love in a Tub a comic ballet. The music for both of these 
Drury Lane ballets was especially written by the British 
composer Henry Bishop who had produced the music for two of 
Rossi's ballets in the 1806 Opera season. An autograph note 
dated April 1810 added to the manuscript score^^ attests 
that Love in a Tub had played up to 300 nights, but this 
seems an inordinate number of performances for even the 
most popular of afterpieces to have been given in so short 
a time as the interval between 23rd November 1808 and April 
1810, a period of around 500 days including Sundays. The 
dancers at Drury Lane for this ballet include Master Noble, 
Miss Gayton, and Miss C. Bristow (all pupils of D'Egville) 
and "Mr. D'Egvilles pupils" who seem to be filling in time 
at Drury Lane before the commencement of the next Opera 
season.
The 1809 Opera season started well for D'Egville. In 
addition to the members of the 1808 company, he added two
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members of the greatest families in European dance circles 
- Vestris and Angiolini. The Vestris in question was 
Auguste Armand Vestris, son of Auguste, and grandson of Le 
Dieu de la danse Gaetano. The Angiolini, Fortunata Conti- 
Angiolini, formerly Fortunata Conti who had married Nicola 
Angiolini sometime around 1790 and after a short career 
dancing with her husband had abandoned him for Armand 
Vestris.
The season opened on 6th January with Les amours de Glauque 
et Circe: ou La Venaence de V ^ u s  ; followed by Don
Quichotte ; ou. Les Noces de Gamache on 14th February. In 
Les Jeux Flor€k/7^  premiered on 14th March 1809 a "new" 
dancer appeared; Mlle Luppino was billed "from the opera 
House in St Petersberg"^® and also as her first 
appearance. Luppino had however not only trained in London, 
but she had already appeared in a number of ballets in 
London in the 1790's. She left London to travel to St 
Petersberg with the Didelots with whom she later danced in 
the London seasons of 1812-14. Her regular partner was 
Master Noble, a pupil of D'Egville, whom she later married 
and under her married name of Mrs Noble, was, with her 
husband and Mr. and Mrs. Oscar Byrne, one of the leading 
dancers on the English Stage throughout the late 1810's and 
1820's.
D'Egville's Le Naissance de Flore was produced on 27 April 
and two successful ballets from the previous season were
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revived Le Marriage Secret on the 13th April, and La Fete 
Chinoise on 27th April. Armand Vestris then produced Le 
Calife de Bagdad on 11th May. As first dancer, he produced 
one ballet every season at the London Opera from this 
season until he became ballet master himself in the seasons 
of 1815 and 1816.
D'Egville's last ballet Mora's Love; or. The Enchanted Harp 
was premiered on 15th June 1809 and received only seven 
performances at the Opera. The music was specially written 
by Bishop who cannibalized the score he had created for 
D'Egville's Drury Lane ballet Caractacus. Bishop used the 
Caractacus overture entire, and the manuscript score 
reveals that no.s 16, 25, 27, and 28. were lifted directly 
from the previous ballet. The No.2 has also been annotated 
with "Winters Tale end of 3rd Act" so the new music for 
Mora ' s Love seems to have been treated in a similar 
fashion. A Pas Seul for Mile Monroy (No.46 in M/S score) 
and a "Pas Mr Vestris" (No.21) have no music in the score, 
these were interpolated solo dances for which the dancers 
would have provided their own music. Mora's Love is another 
ballet set in Scotland where local colour is supplied in 
the form of a Broad Sword Display and a dance supposed to 
be played on a bagpipe.^®
After D'Egville's dismissal the ballet seems to have been 
cut down, as D'Egville protests in his statement to the 
newspapers. The Garland Dance for "Mr D'Egvilles 6
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Pupils"®® certainly could not have been performed as 
D'Egville's pupils had followed him into exile. D'Egville 
planned to re-mount the ballet at another theatre but was 
never able to achieve this.
D'Egville's Dismissal.
The full reasons for D'Egville's dismissal from his post as 
ballet master at the King's Theatre can probably never be 
known, but from the surviving evidence there can be no 
doubt that the root cause was a quarrel with A.A.Vestris. 
Whether Vestris and Angiolini were, as D'Egville claimed, 
working against him or not, a rift between the premier 
dancers and the ballet master could not be allowed to 
continue. It is perhaps typical of Taylor that he should 
have chosen to sacrifice his old friend and faithful ally 
D'Egville rather than his new star Vestris. But Taylor was 
ridding himself of more than just James Harvey D'Egville, 
since D'Egvilles pupils who had given their services to the 
Opera for the last two seasons were also banished from the 
theatre. Some critics had been against such a show of 
native talent on the Opera stage, a prejudice which was not 
shared by Lord Byron, who noted in his diary their 
suitability as a ready made harem.
D'Egville's first two seasons at the London Opera had been 
dominated by revivals of ballets created by his teacher 
Dauberval but, in subsequent seasons, he provided London 
audiences with a wide variety of ballets of his own
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composition. The variety in treatment, setting and scenario 
that he achieved during his years as ballet master at the 
Opera is comparable to that of any of his contemporaries, 
though, it would be fair to say that he did not introduce 
any major reforms or changes in choreography, music or 
stage effect during his tenure. The one major reform which 
he had accomplished only by default was the creation of a 
school at the Opera. D'Egville had used his own 
establishment as a school for Opera dancers though his 
longer term hopes for the promotion of native dancers 
trained therein through the ranks of the corps de ballet to 
become featured dancers on the international stages of
Europe did not bear immediate fruit. He did succeed
insofar as the Opera was forced to institute its own school 
after his removal, and some of the dancers D'Egville 
trained did go on to achieve celebrity on the English 
Boards, but the level of success which he himself had 
achieved, and which dancers of the eighteenth century such 
as Simon Slingsby and Nancy Dawson had achieved, would not 
come again until the twentieth century, with dancers such 
as Anton Dolin, Alicia Markova, and especially the Irish
dancer Ninette De Valois who achieved much of what
D'Egville had attempted over an hundred years before.
4.3 D'Egville in exile
D'Egville, dismissed from his position as ballet master at 
the opera, barred from the theatre, and with his pupils no 
longer required to fill out the corps de ballet at the
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King's Theatre, was not at a loss for employment, either 
for himself or for his pupils. He was still ballet master 
for the Drury Lane company and though they did not at 
present have a permanent home (Drury Lane was still being 
rebuilt) the company remained intact and within a few days 
D'Egville and his pupils were appearing at the English 
Opera (the Lyceum Theatre) where they produced a new ballet 
The Nabob on 20th July.
On the matter of the Opera, D'Egville had been privy to 
much of Taylor's dealings as Manager and had been involved 
in the litigation which surrounded the Management of the 
Opera over the years. D'Egville made a statement to the 
Times®^ [Appendix A] in which he rehearsed his complaints 
against the Opera management. The threat of legal action 
contained within the statement and the hints of exposure of 
the dark deeds of the Opera management were doubtless 
calculated to put pressure on Taylor. D'Egville's statement 
is a rare instance of his putting pen to paper and gives an 
insight into his character as well as his predicament.®^
D'Egville's appeal against a "foreign Cabal" would perhaps 
have found more favour with the British public than the 
Subscribers of the Opera, as the foreign dancer who 
D'Egville claims to have raised the cabal against him is 
undoubtedly Armand Auguste Vestris the grandson of Gaetano 
and son of Auguste who shared the star billing at the Opera 
with his partner Angiolini. Vestris produced his own
100
ballets and was the only dancer capable of exerting power 
over the management. During this visit to London A. A. 
Vestris married the niece of the engraver Bartolozzi, Miss 
Eliza Bartolozzi who was singing at the Opera and although 
the marriage did not outlast A.A.Vestris' visit to London, 
Eliza kept her famous new name and as 'Madame Vestris' was 
to become one of the most celebrated actress-managers of 
the 19th century.
D'Egville's new ballet at the Lyceum, The Nabob, may have 
been a reworking of his Irza of 1802 (revived 1804) which 
may, in its own turn, have been a reworking of the ballet 
Tarare et Irza of his first Opera season in 1799. The cast 
of The Nabob included the six pupils of Mr D'Egville 
featured in his last two seasons at the Opera, with Mile 
Luppino and Master Noble. The company was completed by the 
presence of M. Bourdin.
On 26th of June 1809 D'Egville's ballet Love in a Tub was 
revived and formed part of the programme of the displaced 
Drury Lane company. In the next season D'Egville produced 
a new ballet for the summer season at the Lyceum, The 
Castillian Minstrel which was first performed on June 8th 
1810. There must have been some sort of partial settlement 
of D'Egville's rift with the Opera as in 1811 he produced 
Gardel's Le Judgement de Paris at the beginning of the 
season. This may have been 'filling in' before the arrival 
of Rossi and he was to fill in again in different 
circumstances in 1821.
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D'Egville, whilst he was always campaigning to return to 
the London Opera on a permanent basis, found various forms 
of employment both at home and abroad. After his seasons at 
the Lyceum D'Egville produced two ballets. Dr Sanarado. at 
Covent Garden in 1814, and Drive Love out the Door and 
He'll come in at the Window for Drury Lane in 1815. 
Wherever he settled he would of course be teaching but he 
had a hand in ballets at the Porte-St-Martin theatre in 
Paris where his fellow dancer from their Dauberval days 
Aumer was ballet master. He also planned to produce new 
ballets at the Paris Opera but he was never allowed to do 
so.
Whilst D'Egville was excluded from the London Opera during 
the 1810's the management continued to run up debts. Taylor 
fled to France and succeeding managements continued the 
enterprise on the same lines. The problems of the Opera 
came to a head on the night of August 15th 1820, when 
patrons arriving at the King's Theatre met a locked door on 
which a placard was nailed giving the following statement:
King's Theatre, Tuesday, August 15. The nobility 
and gentry, subscribers to the opera, and the 
public are most respectfully informed, that owing 
to sudden and unforseen circumstances there can 
be no performance at this theatre this evening.
Only a few evenings of the subscription season remained but
the management had failed to extend its credit. The
immediate cause of the collapse was the refusal of the
orchestra to continue without immediate payment, their pay
was already 10 nights in arrears.®®
102
The Failure of the Opera in 1820, and the subsequent 
failure of the subscribers to find anyone who could be 
induced to take up the management of the enterprise, placed 
the continuation of the Opera in serious doubt. A group of 
subscribers, mostly from the nobility, was formed to take 
the matter in hand. This group approached John Ebers who 
was well known to all the subscribers as the letting agent 
for the boxes when not required by their owners. He was 
persuaded to take up the place of Manager of the Opera, and 
at a subscribers meeting on 26th December 1820 Ebers agreed 
to take up the management for one year on condition that Mr 
Ayrton would direct the opera. A committee was formed of 
five noblemen comprising the Marquis of Ailesbury, Earl of 
Mount Edgecumbe, Earl of Fife, Viscount Lowther, and Count 
St Antonio.
Ebers had to honour a number of engagements contracted in 
the previous season so did not have a totally free hand in 
the arrangement of his first season, and he was under 
further pressure due to the late start of his management. 
That the Opera's attractions were not wholly theatrical, 
and that Ebers was well aware of this, can be deduced from 
a statement in his memoirs. He says of the Opera
It is the resort equally of the lovers of music, 
the dance, and of those who care little for 
either, but who like to meet each other, and 
feast their eyes by gazing on all the most 
beautiful as well as the best dressed women 
resident in this country.
Ebers, 1828. p.218
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M. Boisgerard the second ballet master (retained by the new 
management) was sent to Paris to attempt to secure some of 
the star performers of the Paris Opera for the London 
season. Deshayes was in Paris and was instrumental in 
securing contracts with individual performers and, more 
importantly, the permission of the Opera authorities to 
release the performers for the duration of their contract. 
Boisgerard and Deshayes were able to obtain M. Albert and 
Mile Noblet two artists of the first rank at the Paris 
Opera, but were unable to obtain leave for Mile Bigottini. 
Albert, and Noblet were engaged for a period of two months 
and were to be replaced by M. Coulon and Mile Fanny Bias 
for the second half of the season. The arrival of Albert 
and especially Mile Noblet, assured a successful season at 
the King's Theatre.
D'Egville was waiting in the wings during Ebers first 
season at the Opera and though the committee insisted on 
the engagement of M. Deshayes as ballet master for this 
first season, his contract was strictly limited by the 
authorities in Paris and it was clearly Ebers intent to 
appoint D'Egville as ballet master on Deshayes return to 
Paris. Ebers explains in his Seven Years of the King's 
Theatre
It had formed part of the engagement of Deshayes, 
that he should have a benefit with a new ballet. 
The new ballet I requested him to dispense with, 
as being necessarily attended with an expense 
which the recipts of the Theatre could ill 
afford. He refused to give up any thing; 'Pas un 
morceau,' was his reply. About the period of
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which I am writing, Deshayes, the period of his 
congé from the Administration of Paris having 
expired, was required to return, and all his 
endeavours by written communication with the 
Intendant of the Theatres Royaux, to procure an 
enlargement of the term of his absence, having 
proved fruitless, I proposed M. D'Egville to the 
Committee, as the sucessor of Deshayes, in the 
capacity of Ballet Master. This, however was 
objected to; and at the earnest solicitation of 
the latter, I allowed him, retaining his 
engagement here, to return to Paris, and 
endeavour, by personal application, to procure an 
extension of his congé, an indulgence which his 
previous conduct little merited. He did so, and 
after an absence of some weeks beyond the time I 
had allowed him, succeeded in the object of his 
mission, and returned to his situation for the 
remainder of the season.
Yet though his prolonged absence had, if I had 
chosen to avail myself of the circumstance, in 
fact, cancelled his engagement as binding on 
myself, he objected to the abatement I was 
entitled to make from his salary, in respect of 
his unduly absenting himself. I was resolute in 
exacting this, but Deshayes resorting to the 
Committee, gained their aid in enforcing his 
demands, and I had no alternative but to submit.
Ebers, 1828. p.72
This testimony, made public only a year after Ebers ceased 
to be manager at the Opera, serves to confirm his lack of 
any real power as manager over the affairs of the King's 
Theatre and the power which a popular performer could exert 
over both manager and committee. Nevertheless the Opera 
produced D'Egville's ballet La Foire de Smvrne during this 
season on 3rd July, a divertissement in one act created for 
Lise Noblet, which was given after the first act of the 
Opera to music by the Spanish composer Fernando Sor and was 
commended for its 'pretty music' and 'admirable dancing
During 1822 an item in The Lady's Magazine under "Dramatic 
Intelligence. Drury-Lane Theatre": announcing the opening
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of the 1822-3 season with the theatre completely rebuilt 
within its walls gives a clue as to D'Egville's continued 
availability to the Drury Lane management. This season 
marks the beginning of a revival of ballet on the English 
Boards.
All the best English dancers too are engaged for 
the ballet - a luxury banished of late from the 
English Stage - and Mr. and Mrs. Noble, and Mr. 
and Mrs. Oscar Byrne, with the fascinating Miss 
Tree, are to lead off the dance in a ballet by M. 
D'Egville. This ever sprightly addition to the 
amusements of the drama is worthy of peculiar 
remark, not only as evincing the liberal spirit 
which pervades all the arrangements, but as 
affording encouragement to native artists, whose 
emulation it has been the fashion to repress, by 
exclusive partiality to foreigners. We do not see 
why true grace may not be cultivated at our 
national theatre, and, in spite of the miraculous 
twirls of the Parisians, 'Britannia rival 
France. '
The Theatre was expected to open on the 12th of October 
1822. D'Egville had kept up his contacts with Drury Lane in 
the hope of a revival of ballet on the English Stage, the 
company all stalwarts of the Drury Lane Ballet throughout 
the 1820s were all former members of D'Egville' corps de 
ballets. The description of the ballet as an 'extra' and 
'evincing the liberal spirit which pervaded all the 
arrangements' shows the continuing nature of ballet within 
the programmes of the English Boards - always seen as an 
extra, never as an integral part of the expected 
entertainments at the Theatres Royal. It was nearly thirty 
years since D'Egville had produced his Alexander for the 
opening of the rebuilt theatre in 1795, the Drury Lane 
management may have calculated that the addition of ballet 
to the programmes would attract good audiences back to the
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theatre, as well as showing the new theatre in the best 
light.
4.4 D'Egville's return to the Opera 1826-27 
Ebers continued as manager of the Opera until the season of 
1824 which was opened under the management of Mr. Benelli. 
Rossini was engaged for the season in opera and Aumer was 
the ballet master. At the end of the season Benelli made an 
attempt to sell the entire scenery, costumes and properties 
of the theatre in order to pay his debts but was prevented 
by Ebers who took out an injunction to prevent the sale. 
Benelli left the country and a mass of litigation descended 
on Ebers who had resumed the direction of the Opera. Ebers 
was forced to quit the King's Theatre and the Opera season 
opened on 5th March in the Little Theatre in the Haymarket 
(the Haymarket Theatre) but returned to the King's Theatre 
in April. Aumer remained in charge of the ballet throughout 
these tribulations. In 1826 with a new lease of the theatre 
secured, Ebers reinforced the Corps de Ballet and at last 
placed the ballet under D'Egville. Ebers notes in his 
reminiscences :
I might have engaged M. Anatole, M. Honoré, or C. 
[Charles] Vestris, as ballet-master, for less 
than two-thirds of this sum, and that amount 
would have been a first-rate price; but it was 
understood that M. D'Egville, who had an 
extensive connexion through the means of his 
school, should have a benefit, the proceeds of 
which should be taken in part of the thirteen 
hundred pounds. It so happened, however, that 
this benefit could never be got to take place.
Ebers, 1828. p.286
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D'Egville, in a dedication appended to the printed scenario 
of Justine makes a feature of his return to the boards of 
Terpsichore®® and, in an Advertisement in the same 
publication, states ;
After a long absence from the theatre, occasioned 
by causes with which it is useless here to tire 
the Public, I was far from thinking I should have 
the honour to appear again before it; but the 
entreaties of the Director, those of some persons 
of high consideration, and before all, the deep- 
felt sentiment of gratitude which the remembrance 
of the public favour has for a long time engraven 
on my heart, decided me to appear anew at the 
King's Theatre. To that I gave my essays —  my 
first labours; I now come to devote to it my last 
efforts.
I have run a pretty extended career there, from 
my earliest years through the half of life. A 
pleasing illusion sometimes persuades me that I 
never quitted it - that there I first saw the 
day, to that gave my feeble talents, my whole 
existence; and that there, when not far from my 
declining years, I again see my cradle. I 
doubtless carry back there the same strong wish 
to obtain the same favours, but time has made 
great progress since those happy days! - the 
means, the powers of the prime of life, where are 
they? - No matter: fable has furnished me with 
subjects, from thence I now derive consolations; 
Titon grew young near Aurora ; Love and friendship 
have their prodigies, why should not gratitude 
have its own also? I already feel its powerful 
influence - it will resuscitate my courage, it 
will supply talent.
It remains for me to justify before my 
indulgent judges, my offering them nothing more 
on my re-appearance, than a simple village 
sketch.
I was to have had the honour of presenting them 
another piece, it was prepared, ready, and 
perhaps less unworthy of their notice: but
notwithstanding the sedulous care of Mr. Ebers 
and myself, the means of executing it failed us 
(it is, however, only retarded for a few weeks); 
many able performers from the Academy of Paris 
could not arrive until after our debut. The 
ballet first destined to the opening of the 
theatre from the same case is postponed.
It is to fill, in some sort, this unforseen 
chasm, that I have been necessitated to sketch in 
haste this frivolous composition, which replaces
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it, and which must necessarily suffer from the 
precipitation of the work. I was unable to 
calculate, while finishing it, either on the 
number of first performers that I should have to 
execute it, or on half the time necessary to get 
it up.
If, in despite of this double uncertainty, so 
unfavourable to every species of composition, the 
piece should find favour with the illustrious 
subscribers and frequenters of the King's 
Theatre, I shall believe myself indebted for this 
kindness only to the distinguished talent that 
appears there, and to the power of the music, the 
charms of which will have concealed the 
feebleness of my composition.
Little written by D'Egville survives today and this latter
piece makes a strong contrast with his belligerent
statement to the press of 1809. At this time any ballet
master was a servant of the subscribers and public and the
Dickensian grovelling tone of his statement is typical of
the period, though he may have felt the need to apologise
for producing a demi-charactere ballet rather than a more
serious work. In the scenario D'Egville takes the
opportunity to add a dedicatory epistle [endnote 36] to one
particular patron Viscount Lowther. No-one at the Opera
could count their employment as safe without the protection
of a member of the committee of subscribers.
D'Egville's Ballets in the 1826 season were Le Temple de la 
Concorde given first on 21st January, and Justine which 
Ebers also is at pains to excuse.
A Ballet, of little importance, called 'Justine, 
ou la Cruche Cassee, ' was at the same time 
produced. Its failure reflected no discredit on 
the Ballet-master, as the late arrival of most of 
the dancers in London, and the early opening of 
the house, rendered success difficult or 
impossible.
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Ebers, 1828. p.179
Nevertheless Justine was performed regularly throughout the 
season. D'Egville's greatest success this season was his La 
Naissance de V ^ u s  which was given its first performance on 
the 8th of April 1826. The ballet was a vehicle for the 
Paris Opera star Caroline Brocard and, as D'Egville 
mentioned in his preface to the scenario, the ballet had 
been intended for production at the Paris Opera. Ebers 
writes
'La Naissance de Venus' was of a superior order, 
and gave full play to Brocard's graceful 
attitudes and captivating beauty. This ballet was 
composed for, but not mounted at, the Académie 
Royale. Though in name it confined to the birth, 
it comprises the marriage, or, at least, the 
choice of a husband of the goddess, who, dazzled 
by a sceptre, the emblem of dominion, presented 
to her by Vulcan, selects the blacksmith god as 
her partner. Venus was represented by Brocard, 
and her urchin son by a child, whose perfect 
training and singular comprehension of its part 
attracted universal applause.
Ebers, 1828. p.188
The child mentioned above was the young Melanie Duval a 
pupil of Hullin who had taken a principal role in Hullin's 
revival of La Fille mal aardé^e at the Theatre de la Porte- 
Saint -Martin in the previous year at the tender age of 
six.®^ Brocard and Duval were sketched in a pose from the 
ballet by the artist A.E.Chalon [plate 19] who was the most 
important painter of dancers, and the dance, of his 
generation, he had been recording the theatre life in 
London with a special emphasis towards the Opera from the 
1810's and in his semi-caricature sketches highlights the 
visual style of the ballet of the early 19th century.
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The season of 1826-7 which opened on the 2nd December 1826 
proved to be both Ebers' and D'Egville's last at the Opera. 
During the summer of 1826 Lord Bruce was in Paris 
attempting to book dancers for the Opera season where 
D'Egville joined him. Ebers writes of their difficulties.
The endeavours made to obtain a first-rate dancer 
encountered many obstacles. Paul, whom we sought 
to engage, demanded sixteen hundred pounds, which 
was refused; and when we wished to engage Coulon 
in his stead, Dubois, the manager of the 
Académie, who was desirous of supporting Paul, 
prevented Coulon's congé from being granted. 
Mademoiselle Brocard endeavoured to procure 
,Coulon's congé; "the mere mention of whose name," 
wrote D'Egville, "put Dubois in such a violent 
rage, that she actually ran out of his room in 
fear of more serious consequences." The 
administration also refused to permit Albert or 
Ferdinand to come to London. Gosselin and 
Blazis[sic], two male dancers of merit, were, 
however, obtained. The engagement of each was 
seven hundred pounds.
Ebers, 1828. p.201
D'Egville's first ballet for this season Le Bal Champêtre 
was a divertissement consisting in a series of national 
dances which included a Pas de Deux by M. and Mme Le Blond, 
and a pas Russe by M. Theodore and Mile Pauline (who also 
danced a hornpipe solo). French and Spanish dances also 
featured and M. Coulon danced a gavotte with Miles Brocard, 
Fleurot, and M#^ Le Blond. This was followed by a ballet 
entitled Les Noces de Tamar et Rose Blanche which was 
produced on 30th December 1826, and Le Rose et le Bouton 
ou. Le Gallant Troubadur which was produced on the 26th May 
1827 and was performed until June of that year. A magazine 
The Age published an article®® during this season in which 
D'Egville was accused of reproducing a Paris boulevard
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production as his own and this formed part of a libel 
action by D'Egville that same year. A more damaging 
accusation than plagiarism was that D'Egville had been a 
friend of the man who carried the severed head of Princess 
de Lamballe on a pole during the French Revolution, an 
accusation which D'Egville strenuously denied^claiming to 
have been "conspicuous in the ranks of loyalty and had 
hazarded his life in the service of the unfortunate monarch 
who then filled the French Throne."®® D'Egville's libeller 
did not defend the action and the court awarded D'Egville 
damages of £150.
D'Egville produced Le Si^e de Cythere on 6th June 1827 
with a cast which included Mile Byron, Mile Gosselin, Mile 
Brocard, and the Italian born Carlo Blasis. In this ballet, 
a version of the story of Venus and Adonis, Mile Byron was 
Venus and Gosselin Adonis. Female dancers regularly danced 
male roles as Hilligsberg had often done in ballets of the 
1790's and 1800's and as Luppino had more recently in 
D'Egvilles Mora's Love of 1809.
The Ballet Establishment at the Opera in the 1820s 
Ebers' memoir of the King's Theatre gives an unique first­
hand account of the Ballet establishment at the London 
Opera during D'Egville's working life.
The Ballet department comprises a first and 
second Ballet-Master, and the following principal 
performers :-First Male Dancer, Second Male 
Dancer, Third Male Dancer, First Female Dancers
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(4), Second Female Dancers (5), The Corps de 
Ballet, comprising the dancers of inferior rank, 
consists of sixteen men and the like number of 
women.
Ebers, 1828. p. 369/70
The first dancers of both sexes were provided with a 
dressing room with a sofa and six wax candles, second 
dancers had a dressing room without sofa and two wax 
candles, other members of the company, dancers and singers, 
shared two dressing rooms one for male and one for female 
performers.
The Opera declined after the exit of Ebers and D'Egville, 
but a major change in the London ballet occurred in 1830 
with the arrival of Marie Taglioni who reversed the 
downward trend. Her debut was in Didelot's Flore et Zephvr. 
a surprisingly archaic ballet for an undoubted innovator, 
but her new etherial style and complete mastery of the new 
technique of dancing en pointe, assured her personal 
success as well as attracting audiences back to the Opera. 
There were many other changes in 1830, the king, George IV, 
died - there had been Georges on the throne for over an 
hundred years, his brother succeeded him as William IV but 
it was his prospective heir the Princess Victoria, whose 
love of the Opera and of Taglioni in particular, was to 
boost the Opera with enthusiastic Royal patronage.
In the 1820's performances of Ballet had been somewhat 
rarer in London theatres other than the Opera but in the 
30's at Drury Lane and Covent Garden the manager Alfred
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Bunn attempted to rival the Opera by bringing stars from 
the Paris Opera to London. His main success was enticing 
the Paris Opera star Pauline Duvernay to Drury Lane, and it 
was, surprisingly, at Covent Garden not the King's Theatre 
that Marie Taglioni gave her first London performances of 
La Sylphide. Ballet was increasing in popularity and the 
celebrity of Taglioni and Jules Perrot may have been a 
contributory cause, the situation was similar to that 
caused by the visit of the Vestris in the 1780's. It was in 
the new climate created by Taglioni and Perrot that 
D'Egville returned one last time to the London Stage.
4.5 Swansong - D'Egville's Haymarket season of 1836 
James Harvey D'Egville's last recorded employment in the 
London theatres was as ballet master at the Haymarket 
Theatre (the Little Theatre) in the 1836 season. He 
produced three ballets for the Haymarket Zulema. The Swiss 
Nuptials. and The Secret Marriage which may have been a 
reworking of his earlier success of 1808 of the same name. 
This was the theatre (though not the building) where he had 
given some of his first performances as a juvenile dancer 
and where, after the fire at the Pantheon, he had danced 
under Dauberval in the Opera ballet and a fitting place to 
celebrate his diamond jubilee. The old Haymarket theatre 
building had been replaced in the 1820s but the new theatre 
(the present Haymarket theatre) was still somewhat smaller 
than the other London theatres such as Covent Garden and 
Drury Lane. Critics complemented the management on the
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enterprise as the following account, somewhat grudgingly, 
recounts.
We must say that the piece has been got up most 
creditably in all its appointments, and the 
dresses were nearly all new, and in good taste. 
To be sure, at a house of this size we look a 
little too near upon the paint and tinsel for 
anything like delusion; but, as in fact it never 
exists, it is of no consequence, excepting that 
the ladies do not look quite such angels of 
Mahomet's heaven as they are supposed to be when 
viewed from a greater distance. What makes the 
house better for tragedy and comedy when acted, 
makes it worse for mere dancing and posturing. 
Nevertheless, we see no reason why the new 
species of entertainment should not be 
attractive; although it will not, and indeed 
cannot, supersede what is better. It will afford 
variety to the audience, and relaxation to the 
actors of the regular drama. The house was well 
filled at first price, but a new practice of 
taking half-price, has, we perceive, been 
introduced this season."»
The novelty of this enterprise is attested earlier in the 
same account.
the proprietor has endeavoured to arm himself at 
all points, and at one point more than usual, 
viz., in the ballet department. This is a new 
feature at this theatre of late years, and if it 
be conducted and employed as efficiently as last 
night, we think it is very likely to answer the 
projector's purposes. D'Egville has the 
superintendence of it, and who shall say that he 
has not great experience on his side; he would 
perhaps be content with a little less.**^
The Times review gives an account of the ballet and its 
performers:
The ballet composed and produced by M. D'Egville 
was styled Zulema. It contained some pretty 
dresses, some pretty music, some pretty faces, 
some pretty dances, and some pretty groupings and 
tableaux, and a story of oriental love and 
tyranny, and, moreover, of repentance and
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clemency, which we rather imagine is not quite so 
authentically eastern as the frequenters of our 
theatres might fancy. A Rajah of Mysore is 
passionately enamoured of a fair captive, who, of 
course, has a lover of her own, to whom, after 
various trials, she is at last, through the 
tender mercy of the despot, united at a moment 
when all hope seems lost. Mr. Gilbert, the 
principal dancer, was warmly applauded, and we 
should feel disposed to add our mite of 
approbation, not only for the saltatory powers he 
displayed, but for the unsophisticated state in 
which he has preserved his name, amidst the 
temptation of such appellations as the following, 
to which, nevertheless, we must observe pretty 
little persons do answer - Mademoiselle Dorine 
Harvey, Mademoiselle Josephine Dance, 
Mademoiselle Josephine Stephan, and Mademoiselle 
Virginie Stephan."
The interest of the writer in the nationality of the 
dancers and their approbation of Gilbert in not changing 
his name is interesting in the context of the 'native' 
English ballet, and highlights the problem in this period 
of dancers changing their names. With the prevailing 
fashion for French dancers in London dancers who wished to 
have a career in dancing (at least at the Opera) might have 
found it beneficial to go abroad and return billed as a 
foreign artist. The review of the Morning Chronicle gives 
details of the dancers who were claimed as mostly from the 
Paris Opera, but says of Josaphine Dance
She is, we believe, English, and her skill would 
do credit to our neighbours. She seems, besides, 
very intelligent, and to have meaning about what 
she does. She is not very pretty, but of a good 
figure. Two sisters. Mesdames Josaphine and 
Virginie Stephan, who we suppose are natives of 
France, who are also very accomplished in their 
art, executed a pas de deux with much grace and 
neatness. Mademoiselle Dorine Harvey (if we do 
not mistake her, for dancers ought when they 
first come forward to have their names announced,
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or to enter with a placard giving the audience 
the requisite information) wants steadiness and 
firmness, but does not want agility, as she 
several times very distinctly showed inquisitive 
spectators. The principal dancer among the men 
was a M. Massot, a young man of promise, Mr. 
Gilbert, very well known at Drury-Lane, and a M.
Emile Petit, whose person is a contradiction to 
his name. We cannot say much for him excepting 
that he seems to belong to a good school but 
wants power, as if his frame were too heavy for 
his lower extremities. Massot, from the Académie 
of Paris, is decidedly a good dancer, and would 
be so considered any where, but it is injudicious 
in him to imitate Perrot, because of course it 
challenges comparison where the difference is 
beyond all comparison.**®
If, as this review implies, a number of the dancers from
the Paris Opera were English D'Egville may have been
bringing back to London some of the fruits of his
activities as a teacher in both London and Paris.
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MY LORD
From the moment my re-entrance upon my theatrical career 
was decided upon, the first impulse, the principal desire 
of my heart, was to request your Lordship's acceptance of 
the dedication of my first new production. I dared to hope 
before-hand, that you would confer me the distinguished 
favour of its being published under such high auspices; it 
is true, I thought then that the King's Theatre would open 
with a coreographic (sic) work more worthy such an honour.
This flattering hope, my Lord, had if I may say so, given 
birth to my subject, and reanimated my imagination; the 
work was about to appear, when unexpected obstacles 
retarded its coming on the boards.
This cause will, doubtless, be my excuse to your 
Lordship, for my presenting, at this moment, an offering so 
humble and trifling; but I repeat it, to you, my Lord. I 
owe my first acknowledgements on re-appearing in the lists 
within which you have been sometimes pleased to manifest a 
desire to see me contend.
Another reason emboldens me to solicit the present 
favour: as protector of the fine arts, there is no
production of them, even the lightest, that cannot claim 
the honour of your notice, when some delicate or critical 
points may relieve your Lordship a moment from the weight 
of your high occupations.
Such are my hopes and wishes, such the motive and reward 
of the new efforts I am about to make. In soliciting you 
again to accept the first fruits of my return to the boards 
of Terpsichore,
I have the honour to be,
MY LORD
Your Lordship's 
Very humble and obedient servant,
James D'Egville
37. Guest, I. The Romantic Ballet in Paris p. 273
38. The Age 11th March 1827
39. Theatre Cuttings - cutting dated 10 June 1827 - BL
40. Morning Chronicle 26th April 1836
41. Morning Chronicle 26th April 1836
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Chapter Five.
D'Egvilie's contribution to the English ballet
5.1 D'Egvilie's choreographic works
5.2 The subject matter of D'Egvilie's ballets
5.3 The form of D'Egville's ballets
5.4 D'Egville's dancers and the act of performance
5.5 The wider context: works for the theatre, and social
dances.
Nearly two hundred years divides us from D'Egville's 
choreographic works, none of his ballets have survived in 
the repertory, and none were recorded in the contemporary 
systems of dance notation. Consequently any attempt to 
reconstruct or reevaluate D'Egville's oeuvre can only be 
undertaken in general terms, looking at the differing 
aspects of production and performance in order that a 
clearer picture of the ballet in D'Egville's day can 
emerge.
5.1 D'Egville's choreographic works
It is not an easy task to gauge James Harvey D'Egville's 
popularity let alone his success and the wide variation in 
the types of material and range of sources which build up 
a picture of his works pose problems of their own. The 
playbills, of which thousands survive, are perhaps the 
primary record giving, as they do, information on the 
dancers, composer, and sometimes individual scenes. The 
printing of advertisements in daily newspapers may give 
little more than the titles of works with occasional note 
of the principal dancers but longer notices in newspapers 
from reporters who attended the performances were not a
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regular feature at this time. Although there are periods 
where such reviews are more common they always seem to have 
been given a low priority when they had to compete against 
other news items. Critical acclaim in a newspaper review 
was not necessarily a reliable indicator of popular 
success, then, any more than at the present time, since 
newspapers were sharply divided politically and the current 
politics of the opera were often reflected in the notices 
received by both operas and ballets.
Numbers of performances are a more reliable indication of 
success as the London audiences - especially the Opera 
subscribers - would not put up with even a popular work for 
very long. In these circumstances high performance numbers 
such as the 32 performances given of La Fete Chinoise in 
1808 (followed by another 8 in the next season) can be 
taken as evidence of success. The production of a ballet in 
more than one season can also be assumed to have some 
significance, especially at the Opera where the turnover of 
ballet-masters and the craving for novelty militated 
against it. A large number of D'Egville's works were seen 
in more than one season, some, like his ballet Heliska of 
1801, were produced late in one season and, having found 
favour, were produced the next season but the majority, 
ballets like - Hypomene et Atalante. Barbara and Allen. 
Achille et Deidamie. La Fille Sauvage were given a good 
showing in two seasons.
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Iconography is an unreliable indicator of the success of a 
work, as souvenir prints are more often geared to popular 
performers rather than popular works, though the production 
of portrait prints of D'Egville does give an indication of 
his own status within London theatrical circles. Scores of 
ballets were always published as near to the first 
performance of a work as possible and here the term 
'favourite' which regularly appears on the title page of 
many ballet scores means, in this context, as little as the 
inevitable 'new'.
Full and detailed scenarios survive from a number of 
D'Egville's ballets from which many of the accounts of 
ballets reproduced in the newspapers and journals of the 
period may have been written. They were usually made 
available at the premiere of a new ballet and may have been 
sold at the theatre in the same way that 'books' (libretti) 
of the operas were during subsequent performances.
Three complete scenario;of D'Egville ballets are given in 
the appendices. In the case of the scenario of Achille et 
neidamie a newspaper printed it complete, but the scenario 
of Alexander and of Justine were published, and copies of 
both of these have survived. The Scenario for Alexander 
[Appendix B] was printed by C Lowndes for Drury Lane and 
given gratis to the first night audience. It contains a 
full cast list and credits the composer of the music and 
designers of the properties, scenery and dresses. The text
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of this acooimt of the ballet gives an audience eye view of 
the action, describing in clear and simple terms the order 
of the action of the piece. In effect this text serves as 
am extended and detailed playbill.
The second scenario [Appendix C], was published in the True 
Briton the day after the premiere of Achille et Deidamie. 
the accomnt is credited in the report of the preceding 
evemimgs entertainment in these terms
The following is the 'official' account of this
Ballet, which occupies so much space, that we
shall say little more at present^
The account of Achille et Diedamie. though of a similar 
length to that of Alexander. is singular in a number of 
important respects. The description of the action of the 
piece is embellished with detailed descriptions of the 
action of individual dancers as well as details of scenery 
and dress, preceded by the phrase "seems to say" or by
"'says**' followed by lines of dialogue. These phrases 
indicate the author's role in explaining the action as if 
to the dancer, not explaining the action as seen, which 
woosld indicate that this text was made by the author of the 
toallet ([in this case D'Egville). Something like this text, 
witt jtast this level of detail would have had to be made 
available to the composer of the music for the ballet, and 
It is possible, given the particular point of view of the 
author that this text is just such an early scenario, 
handed oust on -Wims occasion directly to the press and 
printed verbatim*
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The Scenario of Justine [Appendix D] was printed for the 
theatre in both French and English. Although Justine on 
D'Egville's own admission was thrown together at the 
beginning of the 1826 season, in the 'advertisment' printed 
in the scenario he states;
The ballet first destined to (sic) the opening of the 
theatre from the same case (late arrival of Paris 
dancers) postponed.
It is to fill, in some sort, this unforseen 
chasm, that I have been necessitated to sketch in 
haste this frivolous composition, which replaces 
it, and which must necessarily suffer from the 
precipitation of the work. I was unable to 
calculate, while finishing it, either on the 
number of the first performers that I should have 
to execute it, or on half the time necessary to 
get it up.=
The story is simple but gives little occasion for dances 
within the action of the piece, this was an advantage to 
D'Egville who did not have the full complement of dancers 
in good time to rehearse for the beginning of the season. 
By concentrating the dances in the village festival at the 
end of the ballet he could adjust these to the requirements 
of the available dancers.
The scenario of Justine shows a number of similarities to 
the scenario of the two surviving ballets of the early 
nineteenth century. La Sylphide and Giselle. The setting of 
Justine. remarkably similar to that of the first act of 
Giselle, is typical of the period, similar settings and 
somewhat similar plots occur throughout this period. 
Another ballet which survives from D'Egville's lifetime
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which has resonances in Justine is Dauberval's La F i n  m a i  
gardée. This particular scenario is very detailed and it 
is, therefore, the more unfortunate that the music for this 
ballet has not survived. It also contains an extended 
section written in verbal dialogue.
Although the scenario of a ballet performed on the English 
Stage could be composed by someone other than the ballet 
master of the respective theatre, for example D'Egville's 
Caractacus, this was never the case at the opera where the 
composition of ballets was the prerogative of the ballet 
master. John Ebers who was manager of the London Opera in 
the 1820s wrote;
It is the office of the ballet-master to design 
the ballets,- to lay out the detail of the story 
they involve, and direct the character of dance 
appropriate to each step of the piece.
Ebers,1828. p.118
Scenario written later by Carlo Blasis and published in 
his The Code of Terpsichore of 1828 as "Programmes of 
Ballets" are of a similar nature to the account of 
Alexander both in the level of detail treated and in the 
point of view of the author, who explains the action of the 
ballets from an audience's viewpoint. As has been seen 
previously it was the author of the action of a ballet who 
was deemed to be the creator of the ballet. The 
choreography, i.e. the steps which the dancers performed 
during the ballet, wd^ held to be of less account. Today 
we would equate the loss of steps with the loss of the
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ballet. The survival of these detailed scenario, 
particularly when accompanied with a surviving score (as 
with Achille et Diedamie  ^ should lead to questioning their 
modern status as 'lost ballets'.
5.2 The subject matter of D'Ecrville ballets 
Though D'Egville produced a wide range of ballets for the 
London ballet going public, ballets founded on Classical 
themes and stories were the most common, and D'Egville, 
like his teachers Dauberval and Noverre, quarried Classical 
History, Myth, and Legend extensively for the subject 
matter of ballets such as Hylas et Temire. Hvppomene et 
Atalante. and Pvcrmalion. Even at the end of his career in 
1826 he produced a Mythological ballet La Naissance de 
V^nus for the London Opera but by this time the age of the 
neo-classical ballet was all but over, and the debut of 
Marie Taglioni in 1830 in Didelot's Flore et Zephyr could 
be said to have been the swansong of the genre.
The second major type of ballets he produced could be 
classed as "Demi- caractère" ballets, a term designating 
ballets which would have fallen into the general category 
of "Comedy" if they were plays. Sometimes these ballets 
also had a classical source or setting and were often 
announced as 'anacreontic' after the works of the poet 
Anacreon. But most of these demi- caractère ballets treated 
country life and loves, familiar in the sole survivor 
Dauberval's La Fille mal gardée. D'Egville's essays in this
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genre include ballets such as Justine. Crazv Jane, and 
Barbara and Allen, the latter two both based on popular 
songs of the period.
Overtly comic ballets were seldom seen at the Opera, 
although on the English boards and in the minor theatres 
they were quite common. D'Egville's ballets for the Drury 
Lane and Covent Garden companies were frequently comic. 
Drive love out of the door and he'll come in at the window 
and Love in a Tub are examples his comic ballets.
From ballets beginning in court performance, and even 
before, there had always been an element of exoticism in 
ballet production. Exotic locations, necessitating strange 
costumes and manners were popular, and as more information 
became available about these strange places their depiction 
became more accurate. The orient was a constant source of 
exotic location and Chinese and Japanese settings and 
subjects were as popular in D'Egville's day as they had 
been in Novere's. Other settings such as India and Mexico 
were used by D'Egville as well as Spain, a country which 
had become much more familiar during the Napoleonic wars. 
Three of D'Egville's ballets of 1810, Don Quichotte for the 
Opera, and A Spanish Divertisment and The Castillian 
Minstrel at the Lyceum, had a Spanish theme.
Exotic settings could however be closer to home. The 
colourful costumes and customs of Switzerland and of
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Scotland were utilised not only by D'Egville but by his 
contemporaries such as Didelot. Both these countries 
remained popular settings for ballets throughout the life 
of the so-called 'High-Romantic ballet'. There was a 
renewed interest in Medievalism and the gothic in the 
early years of the 19th century which was later developed 
by the artist and designer Pugin. D'Egville's son James, 
who was more interested in the art of painting than the art 
of dancing, travelled in Italy with Charles Mathews the son 
of Charles Mathews the comedian as assistants and 
travelling companions to Pugin. D'Egville utilised 
specifically English historical subjects in ballets such as 
Edward III. and Caractacus. and his friend and contemporary 
Aumer produced a ballet on Alfred the Great.
Romanticism, as a movement in the other arts such as 
painting and music, was well established by the seventeen 
nineties. But in ballet the term "Romantic" is reserved for 
those ballets of the second quarter of the nineteenth 
century of which Giselle is most famous survivor. Chaffee 
starts the "Romantic" period in 1820 with the new wave of 
French dancers at the Opera, and Guest some years later. 
D'Egville's ballet Mora ' s Love was billed as "a New 
Romantic Pastoral Ballet" in June 1809 but ballets such as 
La Belle Laitière (a New Fairy Ballet), Barbara and Allen 
(a New Pastoral Ballet), and Constance and Almazor (a 
Favourite Grand Indian Ballet) might also have been
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categorised in this way. Blasis, ever the classicist, was 
clearly worried by Romantic trends
While discoursing on the different styles, it 
will not be unreasonable to say something on the 
romantic, and such productions as may prove 
useful to the composer, by introducing variety 
into his works. A fragment of M. Chaussard, 
relating to this subject, may furnish a kind of 
preface to our observations.
"The followers of the romantic," says he, 
"declare that imagination alone is the essential 
soul of poetry. The classics, on the other hand, 
lay it down as a principle, that reason and 
imagination united is the essence of poetry. Each 
of these, according to his own position, draws 
the following inferences:- the first say, all the 
wanderings and extravagances of fancy constitute 
the beauty of the romantic style; the others 
admit of these, but always on condition they be 
not contrary to reason. Hence, it is evident that 
the romantic system is the direct road to 
absurdity, and that the classic system leads to 
liberal and enlightened reason. Still leaving to 
the imagination sufficient opportunity for the 
most lofty flights; then is fancy a fiery steed 
guided by reason, who does not impede his course, 
but prevents him from stumbling."
"And further, let fact decide the question. When 
those of the romantic school shall produce a man 
equal to Homer or Ariosto, we will yield to their 
opinion; but Homer has united deep reasoning to 
exalted imagination, while the very simplicity of 
Ariosto is concealed wisdom. When we come to 
reflect upon the circumstances attending the 
appearance of the phantom of romance, for I 
cannot bring myself to call it style, we shall be 
something surprised at the result: it has no less 
a tendency than that of leading back to 
barbarism. In a word, all the horrors of feudal 
times, all the superstitions of the thirteenth 
century, together with the legends of the Autos 
Sacramentales of Calderon, form the material and 
the essential elements of these depraved 
compositions, which are a part of that dark 
conspiracy, whose end is again to impose fetters 
on the human mind, even after reason has burst 
them asunder."
Blasis 1828 p. 215/6
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FroM this description these worrying trends seem to be more 
Gothick than Romantic - Blasis’' attack is perhaps targeted 
at the kind of National Ballets which D'Egville and Aumer 
had produced earlier in the century such as Edward III and 
Alfred the Great.
5.3 The form of D'Egville's ballets.
In looking in detail at the choreographic works created by 
D'Egville in the forty-three years between his first 
recorded Divertissement Le Jaloux Puni for the London Opera 
in 1793 and his last recorded creation for the London 
Theatre y ZuJLema for the Haymarket in 1836, one might expect 
to see considerable change. But the first question to be 
answered is in what terms the ballet was seen in 
D'Egville's era.
The major division between types of danced work was that 
Between the IHvejrtissement and the Ballet d'Action. A Dance 
perfomance could be billed as Ballet, a Ballet Action or 
•Ballet of Action"^ (at the Theatres Royal) but during this 
period the terms Ballet and Ballet d'Action can be taken as 
Being synonymous. Other works by the ballet master would 
appear within an opera at the King's Theatre, or within 
plays at the Theatres- Royal which had a monopoly of play 
production during most of D'Egville's life. These were 
often perfomed by meWbers of the company (many of whom had 
received dance: training); or by the theatres resident Corps 
de Ballet (a term, denoting' all the dancers of the company
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at this period) with or without visiting 'star' performers. 
On occasion, new social dances could be performed on stage 
either to introduce the public to a new dance or to a new 
piece of dance music.
A Ballet was essentially a theatrical performance conducted 
wholly without words, performed to a musical score either 
especially written or to music 'selected' by the ballet 
master or the theatre's musical director. It was a 
performance of a narrative nature, telling a story, whether 
simple or complicated, in a series of mime passages and 
dances. Non-narrative choreographic works, and there were 
a number which could rival narrative ballets in length, 
were usually billed as Divertissement, or Divertissement 
Ballets and these consisted of a number of dances performed 
simply as a suite of dances, or put together with a vague 
theme such as a ball or fete but with no named characters 
taking part in the performance.
A Divertissement - often spelled Divertisment or 
Divertissment on bills for the Theatres Royal and minor 
theatres, consisted of a series of dances presented usually 
with a unifying theme in a particular setting. This could 
either be a particular place - a ball, a fete, or a social 
gathering, or could be a set of dances which brought 
together particular types or style - such as the Temple de 
la Concorde. Some Divertissements were untitled and were 
simply called 'a New Divertissement' or 'a New Spanish
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Divertissement'. The bills would list individual dances and 
numbers within the ballet,for example 'Dance Espagnol'.
Some dances billed as Divertissement could be as long as a 
ballet d'action, a condition that worried at least one 
critic:
there is very little of intelligible story in 
this divertisment(sic), and it was much too long;
So long, indeed, that, if not curtailed it might 
take the place of the Ballet.'*
Carlo Blasis writing towards the end of D'Egville's working 
life defines a Divertissement in the following terms.
the Divertissement, or Fete, is that theatrical 
spectacle in which dancing alone is the 
constituent part. The action of the piece, 
indeed, excludes this exhibition, as not 
belonging to it; notwithstanding which, however, 
it not only represents the celebration of some 
public or private event, but serves to render 
homage to some illustrious characters, or to 
revive, in a solemn and ceremonious manner, the 
remembrance of some renowned deed.
Blasis 1828 p.208
The narrative element in ballets was an important, perhaps 
the most important, element in the construction of a 
ballet. Certainly at the time when D'Egville was 
reproducing the ballets of Dauberval he made no secret of 
the fact that he considered them to be Dauberval's ballets. 
D'Egville himself added dances and incidents to some, and 
the choreography in as far as the dances were concerned, 
was constructed entirely by D'Egville but the ballet 
remained Dauberval's.
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The authorship of the ballet rested with the scenario's 
author, the author of the action of the piece, not the 
choreographer - similarly Caractacus was seen as a ballet 
by Thomas Sheridan though he had no hand in the 
construction of either the dances or the action of the 
piece both of which were entirely by D'Egville. Under these 
circumstances the publication of the scenario of a ballet 
carried much more weight and the action of a ballet master 
such as Carlo Blasis who published numerous scenarios in 
his Code of Terpsichore can be seen both as staking a claim 
to the authorship of these ballets as well as setting out 
his wares as a prospective ballet master to potential 
managements.
Ballets presented at the London theatres other than the 
Opera differed very little in form, the dances and the 
characters might be given English names, introduced on a 
bill written in English, and billed as a 'Ballet of 
Action', but the form in which ballets were performed in 
all the London theatres was the same. Indeed the forms 
in which Ballets were performed - the Ballet d'Action & 
Divertissement - were fundamental and changes of style and 
content did not alter these basic forms.
At the Opera the main fare was opera, opera in Italian, and 
the secondary ballets, 'Ballet in French' as George Chaffee 
calls them since®, titles and bills, even scenario, were 
printed in French. Ballet varied greatly in popularity
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throughout D'Egville's life, but at the Opera ballet was 
always the secondary entertainment and the formula of : 
Opera Act I - Ballet Divertissement - Opera Act II - full 
length Ballet, was only changed for the wholly 
exceptional'Vestris' season of 1781.
Writing in 1829 Yates' view on the relative positions of
dance and opera in the last quarter of the eighteenth
century was that
since the days of Le Picq, to the period when 
Deshayes quitted our Opera stage, the dancing was 
thought to bear the bell, in point of pre­
eminence, over the singing department.
Yates 1829 p.70-71.
The dip in popularity observed by Yates was soon to be 
reversed by Marie Taglioni's triumphal 1830 season and 
thereafter ballet was able to hold its own against a 
strengthening opera until around 1860.
It was inevitable that some stories were reworked by 
different balletmasters and occasionally a newspaper review 
would go as far as to give advice to the balletmaster, as 
in this example of 1804.
A new ballet of action on the story of Pygmalion 
was brought out. It is the composition of Mr. 
D'Egville. In his programme® he claims the 
indulgence of the public for the licence he has 
taken in adopting a subject which has already 
engaged the talents of others, but he quotes the 
example of the best masters for the right of 
treating a mythological story in his own manner.
No claim will be more readily admitted. The 
Ballet Master is allowed all the licence of the 
poet and the painter. He has a similar object -
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and he has the advantage over both, that he 
speaks both to the eye by his scene, and the ear 
by his music - that his instruments are almost 
universal - his pictures are alive - that he 
unites every power which can attract, arouse, or 
interest the soul; and that he is exempt from all 
the laws which bind even the drama in its 
classical chains. - We allow then his free powers 
of excursion through the realms of fancy, and 
demand only that his action shall be so clear as 
emphatically to explain his story without the aid 
of the only organ which is denied him, speech. On 
this ground, we presume to criticise Pygmalion.?
Though D'Egville had admitted that he is re-using a theme 
which has been treated by ballet masters in the past his 
claim of originality is based in this case on his novel 
treatment of the theme.
The proportions of dancing to action varied in relation to 
the story depicted and some narratives would naturally give 
rise to more dances than others. Throughout D'Egville's 
career there were changes in this balance, though they are 
difficult to detect. Yates clearly thought that the 
tendency towards an increase in the proportion of dancing 
to mime had gone too far, and his statement is also useful 
in placing D'Egville on one particular side of this 
question. He states;
It is to be regretted that the ballet of the 
present day, compared with that of former times, 
is altogether destitute of interest: we have, 
indeed, scarcely anything but dancing now, for 
pantomimic action has been of late years little 
studied. Another Daubervalle (sic) must arise to 
regenerate this branch of the art, and one which 
was also, for many years, earnestly followed up 
by his ingenious eieve, D'Egville.
Yates 1829 p.37
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The relative proportions of pantomimic action to set dances 
within ballets is particularly difficult to judge. The 
published scores of ballets would seem to be an excellent 
primary source when looking for such evidence, but the 
existence of a published score for D'Egville's ballet 
Mora's Love, together with the survival of the composer 
Henry Bishop's manuscript conducting score, show that the 
published score is not only incomplete, but that there were 
interpolations of music by other composers for dances 
(possibly by other choreographers) which complicate such 
assessments. Printed scores are always more likely to 
feature 'highlights' of a ballet or 'set dances' in 
preference to incidental music or that for long mime 
sequences.
In some ballets it was difficult to incorporate enough 
dancing within the bounds of the narrative, and, in both 
full length ballets, and divertissements, there was a 
tendency for ballet masters to end a work with a finale 
consisting of a suite of dances. D'Egville's Justine ends 
with such a village festival and Arthur St Leon used the 
same device to end (and extend) his ballet Coppelia some 
fifty years later.
5.4 D'Egville's dancers and the act of performance 
During D'Egville's lifetime the numbers of performers 
taking part in a ballet remained fairly constant. The Corps 
de Ballet consisted of first male and female dancers and
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either one or two pairs of second dancers, with from four 
to eight other dancers many of whom took the larger share 
of the character and mime roles. In addition a permanent 
group of sixteen dancers was available for dressing the 
sets and providing group dances. The ballet master would 
augment these with pupils and apprentices who were paid (if 
at all) by the ballet master himself. D'Egville made a 
particular feature of his pupils and, though other ballet 
masters may not have advertised their pupils so often or in 
such numbers, D'Egville was by no means exceptional in his 
use of apprentice dancers. The accusation made by a few 
contemporary newspapers and related by later historians 
against D'Egville that he used 'untrained' dancers relates 
directly to his use of pupils. D'Egville himself danced 
professionally at a very early age, and the standard of the 
dancing of these pupils would not necessarily be any lower 
than that of the other dancers.
The amount of dancing that a particular dancer would be 
expected to perform varied and was dependant on their place 
within the hierarchy of the corps de ballet. Solo and Pas 
de Deux by the first dancers were often interpolations 
within the narrative of a ballet and the 'Star' performers 
within the Opera company might have very little to do with 
the dramatic action of the ballet. Encores were unusual but 
there are rare instances where whole dances were repeated 
at the insistence of the audience. A note in the Times 
states ;
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but where there must be so much exertion, it is 
not fair to suffer an encore, which was the case 
on Saturday,"®
This refers to Parisot's Hornpipe in Barbara and Allen. 
Successful solo dances like this could easily be 
interpolated into new ballets, and Parisot's Hornpipe was 
seen again in D'Egville's new ballet Crazy Jane. Set dances 
and the specialities of particular performers could be 
interpolated into a ballet without much difficulty. In 
Bishop's manuscript conducting score for D'Egville's Mora's 
Love there are gaps for Mile Monroy's pas seul (No.48) and 
a pas for M. Vestris (No.21), Music for these dances would 
have been given to the orchestra as separate parts either 
provided by the dancer or arranged separately by the 
composer or musical director.
Although dancers would be expected to take on a variety of 
roles there was inevitably specialisation. D'Egville 
himself was more often cast in roles which suited his 
physique, such as Jupiter and Agamemnon, as well as the 
particularly appropriate teaching roles of Mentor and 
Chiron. As the reviewers of ballets say so little about the 
specific talents of the individual dancer, only the 
broadest of division of crude types of dancer can be 
attempted. There was of course a division between what 
might be called today the Danseur Noble and the Demi- 
Charactere dancer but the battle between the old courtly 
style of Gaetano Vestris, seen in his characterisation of 
Jason in Medea et Jason and that of his son Auguste Vestris
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in his Colin, had long been won by the latter. Revolution 
and the passage of time had removed most of the courtly 
elements from the theatrical dance. Neo-classical and 
Romantic themes had replaced the Courtly, Princes had given 
way to Heroes and the classical rusticity of Daphnis and 
Chloe to the modern realism of the Colin and Lise of La 
Fille mal gardée.
The search for generic 'types' of dancer is made more 
difficult by the individuality of the dancers but, in 
examining the careers of selected individual dancers and 
the responses of the critics to their dancing especially 
where dancers are compared, some common traits and specific 
skills emerge.
Mile Parisot
Mile Parisot could be considered as D'Egville's muse. 
Although Mme Hilligsberg created his early works, and Mme 
Laborie was unsurpassed in his character roles, it was 
Parisot who remained long a favourite with London 
audiences, and for whom D'Egville created some of his most 
celebrated dances. A description of her art published after 
her retirement attempts to convey an impression of her 
artistry.
She had a style peculiar to herself, a style 
which she seems to have framed in her own mind, 
and to have adapted to her own particular powers.
Her Dancing was not the Dancing of any other; it 
was not that of the Deshayes. It did not consist 
in motions abstracted from figures - it was a 
union of the grace of motion, with the beauty of 
outline; - every thing was easy - always elegant
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- and sometimes dignified. She excelled in the 
latter, however more particularly than in the 
former. She had a dignity beyond pastoral; 
except, indeed it was the pastoral of mythology, 
where a free scope is given to the imagination. 
Her style, in fact consisted in what may be 
called the Epic of Dancing - she elevated, - she 
surprised, she enraptured. It is difficult to 
convey an idea of her excellence to those who 
have not seen her; and those who have seen her, 
have carried away an image which no time will 
efface.*
One of her greatest successes was in D'Egville's La Belle
Laitiere in which she introduced the Shawl Dance. The
Times °^ commented:
The shawl dance, so much in fashion at Paris, and 
now for the first time introduced in this 
country, was admirably executed by Parisot. With 
this single article of female dress, this 
fascinating dancer represented the costume of 
various nations, with a rapidity and exactitude 
that astonished us.
and two weeks later
we must give the chief praise to those [merits] 
of Parisot, the shawl dance affords her 
opportunities for the display of that 
extraordinary grace and variety of attitude which 
are peculiar to this fascinating dancer.
An earlier description of her at the height of her powers
in February 1796 states
Madame Parisot is not one of those elegant 
dancers who captivate by neatness of step, 
gracefulness of motion, on the bounding ease with 
which they trip from one extremity of the stage 
to the other; her merit consists in the 
astonishing display of attitude, than which 
nothing more various and ingenious has ever been 
exhibited; her figure, which is tall, and finely 
proportioned, seems exactly suited to her style 
of dancing. She possesses considerable taste, 
and, by a singular adjustment of her arms, which 
are to her what the rope-dancer's balance is to 
him, she indulges in all the fantastic positions 
which art and fancy can suggest.“
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It is only from descriptions such as above that we can 
conclude that "neatness of step, gracefulness of motion" 
and "the bounding ease with which they trip from one 
extremity of the stage to the other" are characteristic of 
other dancers at this time. Parisot's talents were not 
confined to dancing. In D'Egville's ballet Renaldo e 
Leonora produced in May 1800, it was announced that Mile 
Parisot would accompany part of the dancing on the harp and 
Piano Forte.
A. J. J. Deshaves
Deshayes is an example of a French dancer who, though he 
trained in Paris and appeared regularly at the Paris Opera, 
was more successful in London, as a dancer, as a ballet 
master, and later as a teacher. A description of Deshayes 
at his debut in 1800 comments.
His figure is graceful, and he is not surpassed 
by any other dancer in agility and promptitude of 
execution. His steps and changes are 
distinguished for neatness and strength, and he 
finishes in the style of [Auguste] Vestris/*®
The True Briton of 13 January 1800 commented on Deshayes 
manner of exiting the stage, which he accomplished 'with a 
spring' this is described as something novel and was 
admired by the audience. At this time dancers would walk 
from the stage through those members of the audience who 
stood in the wings or on the stage.
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M. Deshayes has judiciously allotted to the 
respective performers the peculiar kind [of 
dances] best adapted to them. To Vestris and 
Angiolini, who have little pretension to grace, 
is assigned the Boleros, a species of dance 
requiring great energy and continued exertion, in 
which they succeed most admirably; while Deshayes 
reserves to himself and Madame Monroy such as 
require the more gentle and elegant movements of 
the figure.
The critic Henry Robertson made a comparison between
Deshayes and Vestris. He wrote of Vestris;
[his] figure is rather short and inelegant, and 
his countenance most ludicrously vacant... In 
grace he is very deficient, and his chief 
attention appears to have been directed to 
execution, in which, and in which alone, he far 
surpasses Mons.Deshayes^®
Fannv Bias
Critics writing about dancers to a readership who may not 
have seen the dancer are put in the position of having to 
characterise the nature and art of a dancer. A good example 
of this occurs in John Ebers book Seven years of the King's 
Theatre published in 1828 - well after the dancer Fanny 
Bias had retired.
Fanny Bias was a dancer of the demi-caractère, 
perfect in those beautiful little half steps, 
which, more than any other, correspond to the 
epithet'twinkling,' lavished by poets on the feet 
of graceful dancers. She well deserved Moore's 
encomium:
---------------------------------  you'd swear.
When her delicate feet in the dance twinkle 
round,
That her steps are of light - that her home is the 
air.
And she only par compliasance touches the ground.
Ebers, 1828. p.73
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Fanny Bias, notwithstanding the epithets applied 
to her by the poet before quoted, was not 
beautiful, nor had she the perfection of figure 
that belonged to Noblet; but her feet were 
perfect models, and her style of dancing had an 
unstudied negligence about it that captivated one 
unawares.
Ebers, 1828. p.74
The description and discussion of the styles of dancing, 
let alone steps or technique, in a popular medium such as 
the newspaper reports is minimal. Even today one would not 
expect to find technical descriptions of steps in a 
newspaper report or in a general discussion of dance. 
Occasionally general observations on the style of 
performers are made. The ever reactionary Yates writes;
it is much to be regretted, that the style of 
dancing adopted by the females is not more 
feminine. Graceful movements would receive more 
genuine applause from every quarter, than is at 
present awarded to the feat of standing on one 
leg, with the other pointed above the shoulder! 
or to the eternal pirouette between every three 
or four steps, which all attempt though few 
really accomplish.
Yates, 1829. p.36-7.
A contrasting view can be found in the writing of Carlo
Blasis. In 1826 D'Egville brought Blasis,a young Italian
dancer who had been performing in Paris to London, Carlo
was the brother of the opera singer Virginia Blasis, and
had the benefit of an extensive and wide ranging education.
He had already published his first treatise on the art of
dancing in Milan in 1820.
Today dancers possess a refinement of style and 
a charm which was entirely lacking in previous 
generations when those beautiful temps of 
perpendicularity and equilibrium, those lovely
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attitudes and enchanting arabesques were still 
unknown. Brilliance of execution, variety in 
steps, enchantments and pirouettes had not yet 
embellished the nascent art and its extreme 
simplicity imposed limitations upon the artist.
... We owe pirouettes to the astounding progress 
of modern dancing. The dancers of yesterday, as 
indeed Noverre himself, were unfamiliar with them 
and thought it impossible to exceed three turns 
upon the instep. Our leading contemporaries have 
proved the contrary, and present-day execution of 
the divers pirouettes is extraordinary for the 
sustained balance and faultless bodily 
equilibrium achieved. ... A pirouette of three to 
four turns executed in the second position and 
terminated in the same position, or en attitude, 
is proof of a dancer's perfect equilibrium and 
there is nothing more exacting in dancing.
Blasis 1820 p.44/5
Another technical innovation noticed by Leigh Hunt during 
a performance at Drury Lane involved the British dancer 
George Gilbert who he describes as "sometimes appearing 
almost to lie along the air."^* This strange position and 
technical tour de force is portrayed by W. M. Thackeray in 
his pictorial satire on Perrot and Taglioni in Flore et 
Zephyr [plate 22]
There are a great many paintings, drawings, and prints of 
dancers made during the working lifetime of James Harvey 
D'Egville. The end of his career in the 1830s coincided 
with a great surge in popularity, not only of the ballet, 
but also of dance images which provided a decorative 
feature of bachelors' chambers, family homes and of Royal 
Palaces. Most of these are 'portrait' studies of dancers 
either in street dress or in costume and/or character, of 
the latter category a very few show part of the action of 
a ballet or the dancer involved in a step rather than a
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pose. A splendid example of this category is the stipple 
engraving of Auguste Vestris 'Any Goose Can' [plate 23] 
where a good idea of the character of his performance can 
be deduced from his costume, attitude, and expression. The 
number of pictorial representations of ballets by D'Egville 
is small but significant.
There is a limit to the usefulness of iconographical 
material as a source of evidence of dance practice and 
there are of course problems inherent in the interpretation 
of such material. The accuracy of depictions of dancers by 
artists working in a firm tradition of theatrical 
portraiture must be questioned, but these artists and 
especially the caricaturists, who have an eye to what is 
most extreme, most unusual, and perhaps most 
characteristic, are an excellent source of the 'impression' 
of a performance, and provide a good counterbalance to 
posed or character studies where the accent is not on the 
action.
Few artists worked in both the caricature and in the 
portrait mode, but an example of one artist who did this, 
and who specialised in the depiction of dancers and singers 
was the Swiss born English artist Alfred Edward Chalon. 
Chalon, an eminent member of the Royal Academy and a 
sponsor of John Constable, had a deep interest in both 
Opera and Ballet, in the 1830s and 1840s he was the 
principal artist producing souvenir images of both singers
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and dancers. His watercolour of the Pas de Quatre [plate 
24] is one of the most celebrated images of the dance ever 
produced and through the medium of lithography his work was 
widely disseminated. Chalon's main collaborator in the 
lithographic reproduction of his drawings was the artist R. 
J. Lane, and, with Lane and his associates Chalon produced 
many lithographs including the Souvenir d'Adieu series of 
Marie Taglioni. These were produced in the same manner as 
a portrait, with Taglioni depicted in characteristic but 
static poses from her characterisation of the Sylphide in 
La Sylphide, but as well as those studies of Taglioni done 
in portrait mode he also made at least one study of her in 
semi-caricature, [plate 25] Chalon's caricature studies 
were not reproduced or published, and they were never even 
exhibited, they remained a private source of amusement 
between the artist and the subject or shared with friends.
Another Chalon watercolour, and one more directly connected 
to D'Egvilie's career preserved in the Gossett/Rolls 
Album^”^ was made by the artist in 1815, in the season where 
August Vestris danced for the last time on the stage of the 
London Opera. The drawing [plate 26] shows Vestris (then 
aged 55) dancing with Mile Narcisse in the Minuet de la 
cour Vestris Was described in the newspapers as partnering 
Mile Narcisse with "vast pomp and bodily dignity"^® Chalon 
also depicted the dancers Brocard and Duval in D'Egville's 
La Naissance de V^us ^^. This drawing exemplifies the vogue 
for neo-classicism that Lady Emma Hamilton brought to the
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homes of the fashionable in her "attitudes", and which was 
mirrored by Isadora Duncan a hundred years later.
D'Egville himself was depicted twice in the 'role' of 
Manager of the King's Theatre, a small stipple engraving in 
1809 and a more substantial mezzotint in 1826, the first 
published just before D'Egville's dismissal from the Opera 
and the second coinciding with his return. In his early 
career he may be represented in the Stipple engraving of 
Miss De Camp and the two young D'Egvilles performing the 
ballet Jaimie's Return [plate 8]. Here the scenery has been 
transformed by the artist into a realistic scene; a 
naturalistic representation of the scene which the theatre 
scenery was trying to represent; this is typical of 
portrait and souvenir prints.
The major pictorial representation which features D'Egville 
is an aquatint engraving of D'Egville and A.J.J. Deshayes 
dancing together in the ballet Achille et Deidamie [plate 
3]. The print of D'Egville and Deshayes is unique in two 
respects: it shows two men dancing together in a pas
d'action amounting to a pas de deux, and it shows for the 
first time a 'lift' incorporated into the choreography of 
a ballet. This sort of lift would of course be commonplace 
amongst the grotesque dancers and the acrobatic dancers of 
the minor theatres such as Astleyls Amphitheatre, but to 
encounter such a technical feat in a serious ballet is 
unusual. Marian Hannah Winter in her Theatre of Marvells
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argues persuasively that the novelty of this dance was such 
that in the next pantomime season Grimaldi parodied the 
dance and the ballet with a dance between Clown (Grimaldi) 
and Bologna which also featured a swinging lift over 
Grimaldi's head. An original sketch for Huet Villiers' 
aquatint is preserved in the Theatre Museum collection 
[plate 27]. This drawing shows the dancers in the same pose 
of the print but Deshayes right foot could either be in 
front of D'Egville's hip or behind it (as in the finished 
engraving). The only doubt that this foot might have been 
misplaced in the print occurs when one tries to imagine how 
the dancers achieved this position, to have lifted Deshayes 
from behind him would have bee«.very difficult and possibly 
dangerous, to have achieved the pose from a position where 
Deshayes was immediately in front of D'Egville is more 
likely as D'Egville seems to be leaning back slightly to 
balance Deshayes.
A particularly clear example of the usefulness of visual 
records of dancers in performance is that of Mile Parisot 
and the caricatures which her performances engendered in 
the 1790's. One particular aspect of her dancing is 
described in a review, a rare instance of a reviewer 
attempting to describe a technical aspect of dancing during 
this period:
Her balance is positively magical, for her person 
was almost horizontal while turning as on a pivot 
on her toe.“
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One of the many contemporary prints of Parisot titled "A 
Peep at the Parisot 1 with Q in the Corner!" [plate 28] 
Published on 7th May 1796 shows the dancer in what appears 
to be an attitude balanced on her right foot and with her 
arms outstretched, her figure forming a letter T to the 
viewer - a rather strange 'attitude' but fully explained by 
the description given above. The print satirises Lord 
Queensbury ("Old Q") who is looking up Parisot's skirt. 
Parisot had recently been denounced by Bishop Barrington, 
the Bishop of Durham for lifting her leg excessively high 
during her dancing and a number of satirical prints were 
issued on this theme.
The number of art studies of dancers involved in the act of 
dancing is small compared to the numbers of portrait 
studies and the amount of information that these yield 
about the way that dancers of the period performed is 
necessarily limited, but the examples of the Parisot 
engraving and Gilbert/Perrot show how the iconography of 
the dance (and there is a large amount of it) can be 
combined with contemporary texts to build up evidence of 
contemporary dance practice.
The style of dancing was clearly changing during 
D'Egville's lifetime, but the most important innovation in 
dance technique was the introduction and development of 
dancing sur les pointes. Les pointes were an essential part 
of the technical repertory of dancers of the high Romantic
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ballet such as Marie Taglioni who is often depicted in 
poses en pointe [plate 27]. There are a small number of 
depictions of dancers en pointe which predate A.E.Chalon's 
1831 study of Taglioni as Flore, a print of Fanny Bias 
(CL134) [plate 21] published in London in 1821 shows the 
dancer in the ballet of Flore et Z^hyr standing on both 
pointes and a print of Mile Mees [plate 30] of a similar 
date was published in Vienna. The introduction of les 
pointes to London may have taken place a few years earlier 
with the return to the London Opera of D'Egville's pupil 
Mile Luppino. There are three watercolour drawings of 
dancers^^ in unidentified ballets,one of which shows Mile 
Luppino on pointe [plate 31 ]. The drawings, two studies of 
Luppino and one of Didelot may be sketches for early 
juvenile drama plates which were never engraved, they are 
certainly too small and not detailed enough to be 
considered as costume designs and may simply be souvenirs. 
The re-emergence of two missing drawings from this 
series^, which are of A.A.Vestris and Mile Rose Didelot in 
Didelot's ballet Le Patre et I'Hamadriade premiered on 9th 
February 1813 at the King's Theatre suggest a similar date 
for the other drawings. This would make the drawing the 
earliest convincing representation of a dancer en pointe 
extant, and an additional piece of evidence that the 
technique was imported from Russia.
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5.5 The voider context ; works for the theatre, and social 
dances.
Although D'Egville's skills were in the main exercised in 
the production of Ballets and Dances, his usefulness to the 
management of the theatres in which he worked included work 
such as the choreographing of processions in plays. A good 
example of his work this area is the drama Pizzaro produced 
at Drury Lane in May 1799 where the scale of the production 
and the exotic location called for spectacular effects and 
the marshalling of large numbers of extras. These skills 
received their greatest test, of course, with the ballet 
Alexander the Great which D'Egville had created for the 
opening of the new and enlarged Theatre Royal Drury Lane. 
Although this production was billed as a ballet and given 
almost unprecedented billing for the Theatres Royal, the 
form and function of the piece could be more accurately 
categorised as 'spectacle' though this term was not in 
common use at this time and the vogue for spectacle, 
especially at Easter, at the London theatres dates from the 
early years of nineteenth century. Spectacular melodramatic 
plays like Pizzaro. as well as D'Egville's Alexander the 
Great. can be seen as prototypes of this genre.
Dances and pantomime action were often required for the 
'English Operas' produced at the Theatres Royal and 
D'Egville provided action and dances for popular Drury Lane 
productions of The Forty Thieves. Th^.-WOQd. Daemon , and 
Tekeli. In pantomime too the theatre's ballet master would
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be expected to take an important role. There is little 
evidence of D'Egville as a performer in pantomime but he 
did create the title role of Robinson Crusoe in the Drury 
Lane production Robinson Crusoe; or. Harlequin Friday in 
December 1808. This period as ballet master at Drury Lane 
coincided with the move to Covent Garden of Joseph 
Grimaldi, a move caused by a 'misunderstanding' over the 
appointment of D'Egville as ballet master in place of 
Grimaldi, it was a move which was crucial to the 
development of the English pantomime. Grimaldi created;both 
then at Covent Garden and later at Sadler's Wells^ a new 
Clown-dominated pantomime, which, mainly through his own 
personal popularity, replaced the Harlequin-dominated 
pantomimes which had preceded it. Most pantomimists came 
from a dance background and the action of a pantomime was 
all part of the work of the ballet master in the theatres 
of the English Stage. James Byrne is a good example of a 
dancing Harlequin turned ballet master who performed and 
produced at the Theatres Royal. Byrne was also the founder 
of a dynasty of dancers which closely parallels the family 
D'Egville.
The testimony of Carlo Blasis, an Italian born dancer who 
had performed in Paris and who was well aware of both the 
origins, and development, of theatrical dance shows the 
high esteem in which the English pemtomime was held.
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The Harlequinades, or Pantomimes as they are 
improperly termed, may be cited as a good example 
of national comic taste in England; they are 
truly national, whatever may be said to the 
contrary, for old and young, rich and poor, the 
nobility in the boxes, the learned of the pit, 
and the whole of the middling and lowest classes 
to be found in the galleries, all universally 
join in the broad laughter at a Christmas 
Pantomime.
Of these farcical extravaganzas the principle 
characters are. Harlequin, Columbine, Pantaloon, 
and Clown; with respect to the latter personage, 
so great is his influence, it seems doubtful 
whether he or Harlequin ought to be considered 
the hero of the piece. Nothing is left untried to 
excite both laughter and astonishment; 
metamorphoses, called tricks, are, by the 
assistance of the most powerful and excellent 
machinery, carried to a point of perfection 
unknown both in France and Italy.
Blasis, 1828. p. 252
It is significant that an Italian should concede that the 
Harlequinade/Pantomime of the English stage was of a higher 
quality to anything comparable in France or his native 
Italy, and of the Pantomime as an essentially English form 
of theatre. Though it had been created from the Italian 
Commedia deÉ Arte, following the Italian families which 
brought it like the Grimaldi and the Lupino^it had become 
naturalised,
D'Egville was a teacher of social dancing as well as a 
teacher of theatrical dancing (as his father had been 
before him) and was responsible for the creation of new 
social dances. He premiered The Prince of Wales New Minuet 
and Gavotte at Drury Lane on the 8th of June 1794, and in 
1800 The Duke of York's New Minuet and Waltz at Covent 
Garden, the latter whilst ballet master at the Opera. Many
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Opera Dancers became teachers of dancing after they retired 
from the stage. Star dancers like Deshayes could be assured 
a more elegant clientele and he, like D'Egville, taught in 
both London and Brighton. Many of the D'Egville family 
continued the family business teaching dancing and 
deportment throughout the nineteenth century. One of the 
later D'Egvilles was to teach at the Academy of Dramatic 
Art (later R.A.D.A.) in its early years before the First 
World War, and Geoffrey D'Egville was to publish a book on 
How and What to Dance in 1936.
D'Egville's choeographic work was finely tuned to the 
paricular circumstances in which he worked. The 
individuality of the dancers and the prevailing whims of 
fashion, both in the arts and in society, had to be 
integrated into his ballets. His flexibility was the sound 
base of his 60 year career.
çr. - - A C
at'
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CONCLUSION
It is with difficulty that the career and the works of 
James Harvey D'Egville has been sifted out of the 
overwhelming mass of material on the ballet of the period. 
Even with this new information an assessment of the life 
and works of D'Egville remains problematic. The testimony 
of D'Egville's teachers Dauberval and Noverre is absent, 
but the roles which they both gave him as a dancer, 
together with Noverre's encouragement of D'Egville's 
choreographic ambitions, (against his considered opinion 
that no-one should choreograph until they had given up 
dancing) show the high opinion these two central figures in 
the 18th century ballet held of his talents. John Ebers' 
support of D'Egville is also a powerful indicator of 
D'Egville's professional status and reliability from a 
manager who knew intimately the problems of the London 
Opera.
The views of George Chaffee and Ivor Guest must be re­
assessed in the light of this new material. Chaffee's view 
of D'Egville as central to the development of ballet in 
London in its widest sense is, on balance, justified both 
by the extent to which his work in the London theatres was 
highly influential, and by the continued success of his 
pupils in both the London theatres and at the Opera.
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Guest takes a more limited view of the ballet in London, 
confining his arguments in The Romantic Ballet in England 
almost exclusively to the London Opera. Guest's sources are 
of a literary nature, and here D'Egville is very poorly 
served. The main, indeed almost the only, contemporary 
biographical source is an article in the Monthly Mirror " 
Memoirs of Mr. D'Egville and Miss Gayton" [printed in full 
in Appendix E] which on its own admission was made without 
the subject's assistance after D'Egville's failure to 
deliver a promised autobiographical memoir. This piece is 
the source of a number of negative points which Guest 
raises against D'Egville including the charge of having 
been 'a furious democrat', a charge which he had 
successfully defended himself against in court. The 
Monthly Mirror article is grudging in its praise of 
D'Egville.
He is now ballet-master at the Opera-House, where 
he gives considerable satisfaction, although he 
is with some taste and invention, far from 
abounding in knowledge and judgment.
The article also quotes an attack on D'Egville from the 
Examiner.
In addition to these shadows, [his six pupils]
Mr. D'Egville has," says this %«riter, "a numerous 
troop of infants, that are brought forward in the 
ballet, for no purpose that I can imagine, unless 
it is to shew that children can be kept awake 
till twelve or one o'clock, and that rouge will 
artificially supply the colour, of which want of 
rest has deprived them.
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Some memoirs, such as those of Michael Kelly, support the 
view of D'Egville as being bad tempered, but a contrasting 
view can be obtained from the Edinburgh Annual Register, 
contemporary with the Monthly Mirror article.
In ballet, Mr D'Egville is famous both for his 
invention as an author and his skill as an actor.
He is a very great master of grace, and unites
it, in a most extraordinary and gratifying
manner, with strength and activity.”
D'Egville was not a central figure in Guest's study of the 
Romantic Ballet and, given the lack of available 
information about D'Egville, and the nature of the sources 
which were available. Guest's lack of enthusiasm for
D'Egville is understandable.
It is the lack of information which is central to
D'Egville's modern invisibility, compared, for example, 
with a brilliant self-publicist like Carlo Blasis who, 
through his many publications on the art and practice of 
ballet, is now almost a household name.
No D'Egville ballets survive in the repertory, but the 
survival of a ballet like Giselle in spite of its obvious 
merits, can only be due to a catalogue of fortunate 
accidents, and the ballet as it is performed today is 
manifestly different from the earliest productions of the 
ballet seen in Paris and London. All the greatest ballets 
of the "High Romantic" period, — dS—QllâifcEê/ /
Taglioni's T.a Svlohide, flourished and faded in the
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repertories of the Opera houses in Paris, London, Milan, 
and St Petersburg. Only in Denmark, a ballet backwater with 
a rigid tradition and a strong belief in its own standards, 
did any of the ballets of the D'Egville era survive in 
anything like their original form. If D'Egville's ballets 
are not revived today, neither are those of most of his 
contemporaries. D'Egville's works were not widely different 
from those of Didelot and Auber. He was not an innovator 
like Vigano, but was clearly able to adapt his talents to 
new circumstances and fashions as and when they arose.
Recent years have seen an increased interest in ballets of 
the past, and reconstructions of some of these ballets have 
been attempted, some successfully as in the case of the 
recent La Fille mal gardée, others less so, such as the 
Dido Abandonata of the Cuban Ballet. The relative success 
of the Handel Opera Society in the 1970s and the recent 
work of the group Opera Restor'd, show the gulf which lies 
between reconstructing opera and reconstructing ballet. 
Without ballet notation reconstruction is, if not 
impossible, certainly fraught with difficulty, and it is 
not surprising that reconstructors have tended to focus 
their attention on notated ballets. Of D'Egville's ballets 
only those where something like a full score remains, like 
Mora's Love. Tove in a Tub, and La Belle lAÎtiere, or where 
a detailed scenario survives along with a piano score, 
might be viable.
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Despite the mass of information about them it will never be 
possible to know what D'Egville's ballets were really like. 
The scenery and costumes of some ballets may have been 
recorded, the music of many of them was published, if only 
in piano transcription, the number of performers and the 
proportions of the theatres are well known (and his last 
theatre the Haymarket still survives intact), but these are 
only ingredients, and without the choreography the picture 
will always remain incomplete.
Close parallels can be drawn between the careers of James 
Harvey D'Egville and Ninette de Valois. Both started their 
careers, and both sustained long careers, as successful 
dancers on the London Stage. They both danced with the 
major companies available to them, D'Egville under 
Dauberval and Noverre, de Valois with the Opera (then 
subscription seasons of operas at Covent Garden) and Serge 
Diaghilev's Ballets Russes. Both D'Egville and de Valois 
attempted to place the ballet establishment on a permanent 
footing and to train new native dancers in a permanent 
school - in both of these de Valois was eventually 
successful where D'Egville ultimately failed. These 
failures are by no means surprising given the conditions 
under which the London Opera operated in D'Egville's 
lifetime.
Where D'Egville did succeed, and splendidly, was in 
sustaining a quite remarkable career as dancer, ballet
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master, and teacher, for over sixty years. He had been 
dancing on the London stage before the Vestris' and was 
still presenting ballets on the threshold of the Victorian 
age. He had studied under Dauberval and Noverre, danced for 
Kings, Princes and public from Bordeaux to Birmingham; he 
had shared the stage with Kemble and Mrs Siddons, and his 
box (and his costumes) with Lord Byron; he had taught two 
generations of English dancers as well as many actors and 
other performers like the equestrian Andrew Ducrow; and 
only Deshayes equalled his ten seasons as ballet master at 
the London Opera - success by any standard.
1. True Briton Wednesday 1st February 1804.
2. Justine, printed scenario - Advertisement. 1826.
3. for example in Morning Chronicle review - 26th April 
1836 where Zulema is billed as a "New Grand Ballet of 
Action".
4. unidentified newspaper cutting dated 4th July 1821. 
reviewing La Fûlre de Smvrne.
5. Dance Index Vol.II No.s 9-12, 1943 p.134
6. I have been unable to trace any surviving copy of this 
'programme' but assume that it was a printed scenario 
given out or sold at the premiere performance.
7. Morning Chronicle 5th January 1801.
8. The Times 2nd March 1801.
9. Anon review of 12th June 1807. in British Library 
Theatrical Cuttings Vol 42 No.4111.
10. The Times 28 January 1805.
11. The Times 11 February 1805.
12. Monthly Mirror February 1796.
13. The Times 13th January 1800. review of Leg— iISMX 
D'Pglg.
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14. The,-Examiner 9th June ISll. review of Fiaaro; ou Les 
Noces du Comte D'Almaviva.
15. Henry Robinson in The Examiner 15th January 1809.
cited in: Fenner, T. Ballet in Early Nineteenth-
Century London as seen by Leigh Hunt and Henry 
Robinson, Dance Chronicle
16. Leigh Hunt review in The Tatler cited in Fenner, T. 
Ballet ..in Early Nineteenth-Centurv London as seen by 
Leigh Hunt and Henry Robertson. Dance Chronicle.
17. An album compiled by a member of the Gossett family
which contains a number of drawings by members of the
Gossett and Rolls families.
18. The Times July 24th 1815 Cited in Guest 1954 p.29
19. V&A Print Room
20. Morning Chronicle lOth February 1796.
21. Formerly in the collection of Ed. Binney III, now in 
the Harvard Theatre Collection.
22. The three drawings mentioned were bought by the London 
dealer Rosslyn Glassman who asked me to write a report 
on them prior to their sale to Ed. Binney III. It was 
known then that there were two other drawings which 
had been sold previous to Ms Glassman buying the
remaining three - these could not be traced at the
time but came back on to the market in 1993.
23. Edinburgh Annual Register 1808 p.264.
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CHOREOCHRONICLE
Some of the dances and ballets produced by James Harvey 
D'Egville in his long career at the Opera, on the English 
Stage, and in theatres abroad, are simply names asociated 
with dates. There may be numbers of other works by 
D'Egville which have eluded any record of their presence, 
others may have been attributed to other hands - and it is 
equaly possible that some of the ballets attributed to 
D'Egville were in fact created by others, either other 
D'Egvilles or other ballet masters or dancers altogether. 
Some ballet scores are attributed to D'Egville because they 
state "—  ballet composed by Mr D'Egville", where they 
mean he composed the action of the ballet not its music.
Year / Season.
Corps de ballet: (Ballet Master) ...
Title of ballet Premiere, (No. of perfs, revival-No.), 
Theatre,
: Principle performers for ballets other than main company. 
Location of Scores and scenarios.
1792
The Enchanted Wood (dances in) 25th July, Haymarket, (6 
perfs. )
Performers: Whitmell, Keys, George and Lewis
D'Egville, Master Whitmell, Master Chatterley, Master 
Menage, Master Webb, Mrs Haskey, Miss De Camp, Miss E 
Menage, Miss (F) D'Egville, Miss Jacobs, Miss Haskey, 
Miss Standen, Miss Menage.
Possibly Peter D'Egville ? cast included Miss (S) 
D'Egville as a Spirit (probably a singing as well as acting 
part) Possibly the entire D'Egville school
The Pirate (dances in) Nov 21, Drury Lane @ King's 
Theatre.
Harlequin Invasion (dances in) 27th Dec, Drury Lane § 
King's Theatre
1792
Opera corps de ballet: (Noverre) Aumer, D'Egville, Gentili, 
Favre Guiardele, Lahante, Master Menage. Mme Del Caro, 
Miles Guiardele, Hilligsberg, Mme. M. L. Hilligsberg.
Le Jaloux Puni 1st June, King's, (8 perfs)
Performers : D'Egville, Favre Gardel, Mile Millerd,
Mile Hilligsberg, Mile Menage, Mile Gardel, Mile
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Hilligsberg jun (1st appearance). (Master Menage added 
from 2nd perf)
A New.Comic.Dance 7th June, Drury Lane @ King's Theatre.
1794
Opera corps de ballet: (Noverre) Aumer, D'Egville, Gentili, 
Favre Guiardele, Lahante, Master Menage, Mme Del Caro, Mile 
Guiardelle, Mile Hilligsberg, Mme M.L. Hilligsberg.
The Prince of Wales New Minuet and Gavotte 8th June, Drury 
Lane,
Le Bon Prince; ou, Les Infortunes Vertueux 31st May, 
King's, (9 perfs)
The Glorious First of June  ^Gala Dances in. 2nd July, Drury 
Lane,
Dancers included D'Egville, Gentili, and from the Opera; 
Mme Del Caro, Mile E. hilligsberg, and Mile Hilligsberg
1795
Alexander the Great 12th February, Drury Lane, Miller.
Cast : D'Egville, Aumer, Mile Hilligsberg. 
Scenario: BL 11602.ff.31.(11.)
1799 Season.
Opera corps de ballet: (J.H.D'Egville) D'Egville, Didelot, 
Fialon, Laborie, Master Menage, St Pierre, Mme D'Egville, 
Mme Rose Didelot, Mme Hilligsberg, Mile J Hilligsberg, Mme 
Laborie.
Telemaque rafter Dauberval) 26th March, King's, (24 perfs,
1800-5, 1801-2)
Score: Theatre Museum.
La Fille mal gardee (after Dauberval) 18th April, King's, 
(10 perfs, 1800-4,1801-8)
Hylas et Temire; ou. La Statue Animee 18th April, King's, 
(10 perfs, 1800-8)
Score by Bossi: BL h.l6.(l.)
Tarare et Irza 2nd May, King's, (4 perfs)
Les Vendangeurs 8th May, Drury Lane, (Iperf),
La DoiiblA Epreuve fLe Prince Troubadour^— QMx.) 17th June, 
King's, (10 perfs)
Score by Venua: BL h.7 2 5.r.(a)
1800 Season^
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opera corps de ballet: (J.H.D'Egville) D'Egville, Deshayes, 
Didelot, Laborie, Mrs D'Egville, Rose Didelot, Mme 
Hilligsberg, Mile J.Hilligsberg, Mme Laborie, Mile Parisot.
A New Divertisment 11th January, King's,
Les Jeux P'Eale (after Dauberval) 11th January, King's, (9 
perfs)
Score by Bossi: BL h.l6.a.(2)
Le Mariage Mexicain 25th February, King's, (25 perfs)
Hyppomene et Ata 1 ante 4th March, King's, (18 perfs, 1801-4) 
Score : Theatre Museum, BLh.l6.a.(3)
A New Bacchanalian Divertissiment Ballet 15th April, 
King's,
The Duke of York's New Minuet and Waltz 2nd May 1800, 
Covent Garden,
Telasco and Amaahi; or.The Peruvian Nuptials 14th May, 
Drury Lane, (1 perf.)
Divertisment Bayadaire 29th May, King's, (3 perfs) 
possibly same as La Fete Indienne
Renaldo e Leonora 29th May, King's, (9 perfs)
Jamie's Return 5th June, King's, (announced but no record 
of performance)
1801 Season.
Opera corps de ballet: (J.H.D'Egville) D'Egville, Didelot, 
Fialon, Laborie, (F) Favre Guiardel, Hilligsberg, Laborie, 
Parisot.
Pvomalion 3rd January, King's, (11 perfs)
Score by Bossi: BL h.l6 .c (3)
Barbara and Allen; or. The Orphan 17th February, King's, 12 
perfs, 1802-9)
Score; Theatre Museum,
Music: BL h.3865.y.(2.)
Des Ouatre Nations 25th April, King's, (11 perfs)
Score: BL h.62.p.(3.)
Heliska 27th May, King's, (3 perfs, 1802-6)
Music by Bossi: BL h.l84.d.(9.)
1801-2 Season.,
Opera corps de ballet: (J.H.D'Egville) D'Egville, Byrne, 
Fialon, Gourriet, Giraud, Joubert, Laborie, Legros, St 
Pierre, Mile Cranford, Mme D'Egville, Favre Guiardel,
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Hilligsberg, Laborie, Packwood, Parisot, Prévost, Ferte 
(tuite).
Amintas et Sylvie; ou. L'^preuve Reciorque 29th December, 
King's (16 perfs)
Irza; or,. The Nabob of Arcot 2nd February, King's, (23 
perfs, 1804-9)
Score by Bossi: BL g.272.r.(4.)
Le Jugement de Midas 20th February, King's,
La Coquette Villageoise20th March, King's, (11 perfs)
The Brazen Mask 5th April, Covent Garden,
Paphos Assiégé par les Cvthes (after Dauberval) 19th June, 
King's, (13 perfs)
Score by Bossi: BL h.3865.00.(15)
The Fairies Revels 14th August, Haymarket,
1804 Season.
Opera corps de ballet: (J.H.D'Egville) D'Egville, G.
D'Egville, Deshayes, Gireux, Laborie, Robert. (F) 
Cranfield, Deshayes, Ferte, Gireux, Laborie, Parisot, 
Volange.
Le Voeu Tem^aire; ou. L'Amitie cede a l'Amour 14th January, 
King's, (10 perfs +)
Score by Fiorillo: BL h.l6.a.(4.)
Achille et Deidamie 31st January, King's, (25 perfs, 1805- 
9)
Score by Winter: Theatre Museum, BL g.540
Le Jugement du Bercer Paris (after Gardel) 24th May, Kings,
3 805 Season.
Opera corps de ballet: (J.H.D'Egville) B o i s g e r a r d ,  
D'Egville, Deshayes, Laborie. (F) Cranfield, Deshayes, 
Geaten, Laborie, Parisot.
La Belle Laitière; ou. Blanche Reine de Castille 26th 
January, King's, (33 perfs, 1808-11)
MS Score by Steibelt in Bibl. del Opera, Paris.
Published Score: BL g.270.(l.)
L'Offrande à I.'Amour 2nd March, King's,
Crazy Jane 4th April, King's, (4 perfs)
Score by Fiorillo: Theatre Museum, BL g.230.x.(2.).
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Ossian; ou. Les Bardes I6th May, King's, (6 perfs)
Score by Fiorillo; BL g.230.x.(l,)
Edouard III; ou. Boni Soit Oui Mal Y Pense 30th May,
King's, (2 perfs)
Là Fille Sauvage; ou le pouvoir de la Musique 6th June,
King's, (10 perfs, 1806-13, 1808-4)
Score by Mortellari: BL R.M. 17.f.l4 (9.), h.803.a.(2.)
Terpsichore's Return 24th October, Drury Lane,
Cast: Parisot, Mrs Sharp, Mrs Butler, Miss Sanders, Miss 
DeCamp, Miss Sanders Jr., Miss Menage, Miss Selwyn, Miss 
Kelly, Mr Joubert, Mr Grimaldi (later replaced by G. 
D'Egville)
1806 Season.
The Wood Daemon (The Action, Dances and Processions under 
the direction of Mr. D'Egville), Drury Lane, (36 Perfs)
The Fair Circassian 18 September, Drury Lane, (16+ perfs) 
Cast: Parisot, Mrs Sharp, Mr Joubert.
The Forty Thieves (Ballets under the direction of Mr. 
D'Egville) 4th October,
Tekeli (The ballet and action under the direction of Mr. 
D'Egville) 24th November, (52 perfs)
1808-9 season.
King;s Theatre Company: (J.H.D'Egville) D ' E g v i l l e  , 
Deshayes, Moreau, Robert. (F) Presle, Deshayes, Cranfield, 
Gayton. (+ Mr Grieve, (F) Aumond, Ferte, Twamley.)
Drury Lane Company: (J H D'Egville) D'Egville, Mr Robert, 
Miss C Bristow, Mr Cooke, Mr Smith, Miss Gayton, Mrs 
Sharpe, Mr Cranfield, Mr Fisher, Mr Male, Mr Laurent. (J H 
D'Egville Mr Noble, Miss Gayton, the fair pupils of Mr 
D'Egville, )
L'Offrande à Bacchus 2nd January, King's, (10 perfs +)
L'Enlevement de Deianire 9th February, King's, (13 perfs) 
Score by Venua: BL h.925.i.(l.)
La Fete Chinoise 20th February, King's, (32 perfs, 1809—8)
Le Mariage Secret; ou. Les Inhabitants du Chene^_ 26th 
March, King's, (22 perfs, 1809-4, 1811, 1835?)
Score by Fiorillo: BL g.541.(l.)
Caractacus 22nd April, Drury Lane, .
Music by Bishop: Miss Gayton's pas seul published
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Constance and Almazor I9th May, King's,
Score by Venua: BL g.833.f.(l.)
Emi.l.iej ou. Les Erreures de la Jeunesse 9th June, King's 
and Drury Lane,
1809-10 Season.
Opera corps de ballet: (J.H.D'Egville) (dismissed July)
Boisgerard, Deshayes, Moreau, Noble, Robert, A A Vestris. 
Oscar Byrne. (F) Angiolini, Davis, Deshayes, Ferte, Gayton, 
Le Claire (LeClerc), Lupino, Monroy, Smith, Twamley.
DL Theatre Burnt 24 feb
Lyceum Theatre Company: (J. H. D'Egville) D'Egville, his 6 
female pupils, Mr Bourdin, Mile Lupino, Master Noble.
Love in a Tub 23rd November, Drury Lane, (many perfs, 1809 
Lyc-9)
MS Score by Bishop in BL Add Man. 32461 
Published Score: BL H.160.h., g.272.r.(5,).
Robinson Crusoe; or. Harlequin Friday. 26th December, Drury 
Lane,
Les Amours de Glauque et Circe; ou La Vengeance de Venus. 
6th January, King's, (12 perfs)
Score by Venua: BL g.541.(2.)
Don Ouichotte; ou. Les Noces de Gamache 14th February, 
King's, (20 perfs)
Score by Venua: BL g.569. Castanet Dance g.569.
Les Jeux Floreaux 14th March, King's, (23 perfs)
La Naissance de Flore 27th April, King's, (8 perfs)
Mora's Love: or. The Enchanted Harp. 15th June, King's,
MS Score by Bishop in BL Add Man.27701.
Published Score: BL h.l42.b
The Nabob; or. The Indian Lovers. 20th July, Lyceum,
Cast: M, Bourdin, Mile Lupino, Master Noble, D'Egvilles six 
pupils.
1810
Paul and Virginia 11th May, Lyceum,
The Castillian Minstrel 8th June, Lyceum, (22 perfs)
A Spanish Divertisment 31st July, Lyceum,
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1811
Opera corps de ballet: (Rossi) Bourdin, Deshayes, Moreau, 
Robert, A A Vestris, Byrne. (F) Angiolini, Cheri, Davis, 
Monroy, Mon, Nora, Peto, Smith, Toese, C.Twamley.
^  Ju qement— de— Paris 12 January, King's. ("By Gardel
revived with new dances by D'Egville".)
1814
Dr_Sangrado 26th September, Covent Garden,
1815
.Drive Love Out The Door and He'll Come in at the Window 
16th May, Drury Lane,
1821
King's Theatre Compant: (Deshayes) F. Albert, Boisgerard, 
Coulon., Deshayes, Hullin, Jolly, LeBlond, Montessu, 
Ragaine. (F) Fanny Bias, DeVarennes, Farcy, Gosse, Hullin, 
Idalise (Grener), LeFebvre, Mejanel, Melanie, Mengin, 
Narcisse, Noblet, Toussaint, Volet, (when Deshayes had to 
leave for Paris Ebers suggested D'Egville as substitute but 
this was rejected by KT committee)
La Fiore de Smvrne 3rd July, King's,
1826
Opera corps de ballet: (D'Egville) J Sullivan, George
Gilbert (Mons.George), Boisgerard, LeBlond, Coulon,
D'Egville, Dubois, Guerinot. (F) Bougleux, Copere, Fleurot, 
Genevaux, Rosalie, Leroux, Levasseur.
Justine 7th January, King's,
Scenario BL
La Temple de la Concorde 21st January, King's,
Le Bal Champêtre 18th February, King's,
Music by Bochsa: BL h.136.(36), +(34).
La Naissance de Venus 8th April, King's,
Scenario BL
Les Noces de Tamar et Rose Blanche 30th December, King's,
1827
Opera corps de ballet: (D'Egville) Boisgerard, Blasis,
D'Egville, Dubois, Gosselin,Merante, Bernard Vestris. (F) 
Bougleux, Obrien, Fleurot, Merante, Olivier, Perceval.
La Siege de Cvthere (Venus and Adonis;— or, . J. 6th March, 
King's,
171
Le Rose et Le Bouton 26th May, King's
1836
Zulema 25th April, Haymarket,
The Swiss Nuptials 30th May, Haymarket,
The Secret MairLaqe 27th June, Haymarket,
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Appendix A. D'Egville's Times letter - l o t h  July 1809.
Mr D'Egville (Ballet master of the King's Theatre, or Opera 
House), in consequence of the oppressive and outrageous 
measures adopted by Mr. Taylor (one of the Proprietors, and 
sole Manager of the Opera) against him, begs leave most 
respectfully to inform the Nobility and Gentry, Subscribers 
to the Opera, and the Public, that he means shortly to 
publish a true statement of the unprecedented and vexatious 
treatment he has experienced from Mr. Taylor, during his 
management throughout the present season; as also some 
anecdotes which concern the public, of the conduct of one of 
the principal dancers engaged by Mr. D'Egville to come into 
this country, who, not content with having, contrary to all 
principle, feeling, and common delicacy, infringed on his 
rights as Ballet Master, and otherwise interfered with his 
duty to the Subscribers and the public, has materially 
assisted in raising a foreign cabal against him and several 
respectable Artists of the same Theatre, and whose only 
object is to govern the amusement of the Public as well as 
to select Performers for their service.
In this statement will be fully shewn the causes why the 
last new Ballet of "Mora's Love; or the Enchanted Harp" 
after having been received with the most gratifying and 
flattering applause, by the subscribers and the Public on 
the night of Madame Angiolini's Benefit, and the following 
Saturday, has since, under false and frivolous pretences, 
been suppressed.
In this statement will be shewn, why, since Mr. 
D'Egville's discharge, it has been repeated in a mutilated 
and distorted shape, and in a style disgraceful to the 
Theatre, and insulting to its Patrons; it will also be 
explained, that this injury, obviously aimed at Mr. 
D'Egville's professional reputation, has been effected, in 
open defiance of an express prohibition; and, why, in order 
to preserve the hard-earned fruits which he has so long 
enjoyed in public patronage, he is resolved, at the 
conclusion of the Opera season, to bring forward that Ballet 
at another Theatre where its merits or demerits may be 
fairly appreciated.
In order to counteract the effects of the malicious 
reports, industriously propagated by Mr. Taylor and his 
agents, Mr. D'Egville takes this mode of informing the 
public, first, that without assigning any particular reason, 
Mr. Taylor did, on Tuesday last, the 4th instant, send Mr. 
Wright (late Sheriff's Officer, for Middlesex), in company 
with Mr. Seguin (his present Stage Manager), to his house, 
with a tender of part of his salary for the present season, 
accompanied by a note from Mr. Taylor to Mr. D'Egville, 
signifying his formal discharge from the opera, in defiance 
of a written document for an engagement of five years.
Secondly, That Mr. D'Egville. notwithstanding this notice, 
went on Tuesday night last to the Theatre, in company with 
his pupils, in order to fulfil his duty towards the public 
and were there refused admittance by the express commands of 
Mr. Taylor.
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"Fhirdly, that Mr. D'Egville can in no way account for such 
proceedings, unless they originate in his having claimed the 
payment of a bill delivered by him or a class of his pupils, 
who have been employed in most of the Ballets performed 
during the present as well as the former season and for 
which they have not, to this moment, received the smallest 
remuneration, except what Mr. D'Egville thought necessary to 
allow out of his own private emolument to those who were in 
most need of pecuniary assistance; or for having assured the 
Figurantes of the opera, that Mr. Taylor had received of the 
Committee for the Drury-Lane company a sum of six hundred 
and twenty pounds, independant of all other expenses being 
paid by the same Committee, as a bonus for his liberal 
consent for their using his Theatre three additional nights. 
A charge held out by Mr. Taylor as the just reward he meant 
to apply, towards remunerating such of his performers, who 
would, at the sacrifice of personal considerations, lend 
their assistance on that occasion. Mr Taylor having long 
since received the money, without indemnifying any one - not 
even the unfortunate and poor Figurantes - far more 
distressed, and less remunerated, than any class of 
performers at the other Theatres.
Mr. D'Egville, apologizing for thus intruding on the 
Public what may at first appear a private quarrel, in which 
they are in no way concerned, but which, in fact, materially 
involves their right of being properly provided with 
amusements as he shall, hereafter, distinctly prove, begs 
leave further to state - that, solicited by Mr. Taylor in 
the most pressing terms, to take the management of the Opera 
during his difficulties and contentions with Mr. Waters in 
Chancery, he, at the earnest entreaties of Mr. Taylor, and 
contrary to the advice of those friends who, it appears, 
well knew what the consequences would be, sacrificed an 
independant and lucrative employment, far more advantageous 
than any consideration the Opera could afford, in order to 
Sustain Mr. Taylor in his pretensions representing the sole 
management of the Opera, and to place him in that situation 
where, by Mr. D'Egville's interference and extraordinary 
exertions, he now governs unmolested, using his authority 
with uncontrolled severity and coercion over all those who 
assisted him in his moments of adversity and distress.
But, as this matter may probably come before an English 
Jury, if not previously decided by that high authority which 
is so wisely empowered, and which so justly controls the 
Public Amusements Mr. D'Egville will suspend, for the 
present, all further information, and conclude this summary 
statement, by soliciting the Public to be guarded against 
the illiberal and scurrilous paragraphs which he r^rets to 
perceive have already been admitted in some of the Daily 
Papers; to the Editors of which, with the Theatrical World 
at Large, he shall, without hesitation, submit his cause, 
and rely, with fearless confidence, on their decision in his
favour.
174
APPENDIX B
Alexander the Great; / or, / The Conquest of Persia. / A 
Grand Heroic Pantomime, / Composed by Mr. J. D'Egville, / 
And performed for the First Time by / Their Majesties 
Servants, of the / Theatre Royal, Drury Lane. / February, 
12th. 1795. / The Musick composed by / Mr. Krazinsky
Miller, / [arms] / London / Printed by C Lowndes, No.6 6 , 
Drury-Lane, and / Given Gratis At The Theatre.
Persons Represented.
Alexander, 
Hephestion, 
Clytus, 
Perdiccus, 
Parmenio, 
Ptolomy 
Attains 
Eumenes 
Philip
Macedonians.
mr J D'Egville, 
Mr. Aumer,
Mr Dubois 
mr Fairbrother, 
mr Phillmore 
mr Caulfield 
mr Benson 
mr Bland 
mr G. D'Egville 
officers, guards, attendants.
Thalestris
Amazons
__________  Mrs Fialon
Miss collins, miss Heard, miss D'Egville, miss Readhead, 
miss Stageldoir, miss Stuart, miss Tidwell, mrs Bramwell,
Darius
Son of darius
oxathres
memnon
arsites
spithridates
raecaes
Sysigambis
parisatis
Artimesia
statira
high priest of the
mr kelly, jun., mr 
powell, mr creed.
Persians
Mr Fialon 
master Menage 
mr Boimaison 
mr Webb 
mr Maddocks 
mr Banks 
mr Lyons 
mrs Cutler 
mrs Hedges 
mrs Butler 
miss J Hilligsberg 
sun mr Roffey
Satraps
evans, mr brady, mr caulfield,jun. mr
attendant females
Miss brooker, miss phillips, miss darnels, 
haskey, miss chatterley, miss grainger, mrs jones, 
menage, miss d'egville. 
priests and persian army.
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Alexander the Great 
or the 
Conquest of Persia.
Act I.
Scene I.
The Camp of Alexander
The victorious Macedonians, dispirited by the prospect of 
the hardships which yet lie before them in their way 
through Asia, complain that Alexander allows no respite to 
their labours, and unanimously resolve upon returning to 
enjoy at home the blessings of repose. - The whole army, 
except the Grecian troop, is infected with sedition, when 
Hephestion brings the command to march; the soldiers openly 
declare their determination to proceed no farther; they 
answer the remonstrances of Hephestion by tumultuary 
clamours, and meet his threats with contempt. - Alexander 
enters surrounded by his guards; being informed of the 
revolt, he ascends the tribunal in order to appease the 
commotion; the two leaders of the mutiny furiously clash 
their shields and javelins in defiance of his authority; he 
springs upon the foremost, hurls him to the guards, 
commands the other to be seized, and delivers them to 
instant death, - The rebels are disconcerted, and dismayed; 
the king reproaches their effeminacy, tears away their 
standard, disbands them with ignominy, and disdainfully 
retires among the Greeks, whom he destines to be henceforth 
the only Partners of his glory. The Macedonians, struck 
with compunction and awe, and unable to support the 
disgrace they have incurred, rush towards the Grecian 
tents, where the king is seated, cast their weapons to the 
ground in token of repentance, and, throwing themselves on 
their knees, implore his forgiveness; Alexander relents, 
restores their standard, and enters their ranks amidst 
shouts of universal triumph. - Preparations are now 
joyfully making for the march against Darius, when an 
officer announces the arrival of Thalestris queen of the 
Amazons, who comes eagerly desirous of seeking a hero, 
whose renown has extended itself even to her remote 
dominions; Hephestion is deputed to attend the queen; she 
appears accompanied by a band of female warriors, avows the 
motive of her visit, requests the honour of partaking in 
the dangers of the expedition against Persia, and presents 
her girdle to Alexander as the certain pledge of her faith; 
the king receives his fair ally with transport, and leads 
her to the royal tent to view the raising of the camp, as 
the army files off to form the siege of Gaza.
Scene II 
The City of Gaza.
The walls of Gaza are surrounded by the troops of
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yield the town but with his life; the attack commences; the 
Macedonians are driven back; the scaling ladders are fixed; 
the assailants are again repulsed; Alexander enraged plants 
a ladder himself against the towers, and is mounting, when 
it breaks, and leaves him clinging to the walls; he gains 
the battlements, in spite of all opposition, and, 
regardless of the entreaties of his officers, desperately 
precipitates himself unattended into the midst of the 
hostile garrison. - Hephestion implores the Gods to protect 
the king. - The battering rams are brought up, the 
fortifications are levelled with the earth, and Alexander 
is seen singly engaged in the town withthe whole troops of 
the enemy; at the moment the breach is made, the king, 
exhausted with fatigue, receives a dangerous wound; 
Thalestris, the generals, and soldiers, rush to his 
assistance; the city is stormed, and Alexander is bourne 
off by his disconsolate attendants.
Scene III 
The Macedonian Out-Posts
Alexander, stretched upon a litter, and accompanied by 
Thalestris, Hepestion, and all the officers, is met by 
Philip, his principal physician, who, having examined the 
wound, encourages the dejected army, and promises to 
prepare a medicine whose virtues will infallibly restore 
the spirits and health of their beloved leader. - At this 
instant arrives a letter from Parmenio accusing Philip of 
being bribed by Darius to poison the king; the attendants 
are struck with horror, and beseech their sovereign not to 
trust his life to so vile a traitor. - Philip appears with 
the draught which he has prepared; Alexander magnanimously 
drinks it, and fixing his eyes on Philip's countenance, 
gives him Parmenio's letter, which he reads without the 
smallest sign of confusion; but, filled with honest anger 
at such an accusation, he puts himself into the hands of 
the enraged soldiers, offering to atone with his own life 
whatever evil befalls the king from his prescription. - 
Alexander, perceiving the gradual return of his strength, 
embraces Philip, receives the congratulations of his 
troops, and without pause continues his expedition against 
Persia.
End of Act I
Act II Scene I.
The Palace of the King of Persia.
Darius, seated on his throne, surrounded by his family, and 
his nobles, and indulging in the soft pleasures of the 
Eastern court, is surprized by the abrupt e n ^ ^ e  of a 
messenger, who informs him that Alexander of Macedon hass&mm-sarn
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they are hardly resumed, before the High Priest of the Sun 
rushes into the royal presence, and announces all the 
dangers to be apprehended from the immediate approach of 
AlGx^nder at the head of his resistless army. — A tempest 
rises, the statue of Darius is struck with lightning, and 
falls to pieces from its pedestal. - The king, filled with 
apprehension, consults the chief of the Magi on this ill- 
boding omen, who reluctantly informs him, that it portends 
the most lamentable disasters to the state. - The Persian 
monarch, resuming all his spirit, orders the High Priest to 
dismiss his terrors, consoles the women, encourages the 
men, represents the injustice of this unprovoked 
aggression, and is joined by his whole court in an address 
to the Sun, which they conclude with a solemn vow to perish 
with their king and country, rather than submit to the 
ignominy of a foreign yoke; in his resolution, Darius, the 
royal family, and the Persian army, depart to take the 
field against Alexander.
Scene II.
The Plains of Arbela.
The battle of Arbela; - desperate conflict on the bridge, 
Darius is totally defeated, his family made captive, and 
the Persian empire finally overthrown.
Scene III 
The Tent of Darius 
Sysigambis, Statira, Paristatis, ad their Attendants, enter 
the tent, distracted by their feats of what might befall 
them from the rage of the conquerors, and overwhelmed with 
grief at the report of the death of Darius. - Alexander, 
accompanied only by Hephestion, visits his royal captives, 
who salute Hephestion for the king, Alexander excuses the 
mistake, raises them from their knees, assures them that 
Darius is still living, begs them to believe that the most 
inviolable respect and honour shall be paid them, and, 
casting his eyes upon Statira, instantly becomes the slave 
of her beauty. — Darius is brought into the tent, followed 
by Bessus, the wretch who has betrayed and assassinated his 
gracious master; the murdered prince expires in the arms of 
his fallen family, having bequeathed his empire to the 
generous victor, who condemns Bessus to death in punishment 
of his treason, decrees all funeral honours to the remains 
of Darius, which are borne away by his mourning kindred, 
continues lost in fixed contemplation on Statira's charms, 
till, roused by Hephestion, he recollects himself, and is 
persuaded to proceed, and receive the honours which whole 
nations are assembled to pay him in the city of Babylon.
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Act III - The City of Babylon 
Order of Alexander's Entry.
Maxeus, governor of Babylon.
Babylonian Infantry.
Officers bearing Standards.
Babylonian Infantry.
Babylonian Musicians.
Slaves carrying perfumed vessels.
Slaves carrying presents.
High Priest.
Magi bearing an altar.
Priests and Priestesses.
Babylonians bearing Olive branches.
Macedonian General.
Officers bearing Trophies.
Thessalian Battalion.
Spoils of the Persian army.
Light Troops of the van-guard.
Persian Spoils.
Macedonian Musicians.
Macedonian Officers.
Statira and Sysigambis in the chariot of Darius. 
Macedonians bearing the Standard of Persia. 
Peloponesian Battalion.
Persian Spoils.
Archers.
Slaves bearing Vases of Perfumes.
Grecian Battalion.
Thalestris.
Amazons.
Car loaded with Trophies.
Officers bearing Standards.
Argyaspides.
Macedonian Musicians.
Macedonian Generals on horseback.
VICTORY - JUSTICE - ABUNDANCE.
Alexander in his triumphal Car.
Clytus and Perdiccas on horseback.
The Guards of Alexander.
The Cavalry and Infantry of the Macedonian Army.
The piece concludes with the Marriage of Alexander and 
Statira.
&c. &c. &c.
The Scenery designed and executed by Mr. Marinari, ^nd his 
Assistants. The Machinery designed by Mr. Cabanel, and 
executed by him and Mr. Jacobs. And the Dresses and 
Decorations by Mr. Johnston, and Miss Rein.
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APPENDIX C
Achille et Diedamie 
DRAMATIS PERSONAE (from True Briton 1/2/1804)
Mr. Deshayes.
Mr. Degville.
Mr. G.Degville.
Mr. Robert.
Madame Laborie.
Madame Deshayes.
Miss Cranfield.
Mr. Laborie.
Madlle. Parisot.
Madame Ferte.
Madame Volanger
Achilles 
Chiron 
Lycomedes 
Ulysses 
Thetis 
Deidamia 
Idalia 
Tithonus 
Aurora 
Venus 
Minerva 
Mars 
Cupid 
Sylvans 
Nerids
Female attendants on Deidamia 
Suite and guards of King Lycomedes 
High priests, magi, and priestesses 
Companions of Ulysses 
Soldiers, &c. &c.
A-;
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Achille et Diedamie 
Scenario (from The True Briton 1/2/1804)
ACT I.
The Scenery represents the sea-shore, with the palace of 
King Lycomedes on one side, and on the other the temple of 
Antiquity.
Scene I. - Thetis, attended by Nerids and Sylvans, arrives 
on the sea-shore, agitated by a dream, which still hovers 
over her. - She beholds her son ??ering in blood, 
treacherously massacred under the walls of Troy. - This 
sinister presage fills the goddess with increased 
melancholy - She seems to say, "none but a mother can feel 
all the force of such sorrows" - and like Calypso, she 
grieves, that she is immortal. She walks away oppressed 
with horror - when, suddenly a consolatory idea seems to 
sooth and tranquillize her mind. She communicates it to 
Lycoris, her favourite Nymph. This idea is presently spread 
from Sylvan to Sylvan, from nymph to nymph, and the whole 
court of the goddess are anxious to express their sympathy, 
by demonstrations of joy.
A lively and pleasing change in the music now seems to 
announce the approach of a divinity - 'Tis Aurora, 
accompanied by her beloved Tithonus, who comes to pay 
homage to Thetis, and to mingle in the games prepared for 
her by the nymphs and sylvans. A variety of dances 
constitute the only decoration of this festival, which 
concludes with the departure of Thetis, attended by her 
court, who endeavour entirely to dissipate those clouds, 
which a ray of hope had already begun to illumine.
Scene II. - Deidamia, accompanied by King Lycomedes, comes 
forth from the palace, attended by the high priest, the 
magi, and all the court. She proceeds to offer up 
sacrifices, and to consult the oracle relative to her 
future destiny. She approaches the temple, makes an 
invocation ; and all the attendants on their knees wait the 
answer of the divinity. The gates of the temple open, lucid 
gleams of light proceed occasionally from the farthest 
recesses of the sanctuary, and presently a cloud appears,
on which are these words :
Unie au plus valliant heros Deidamie partegera une
gloire imortelle.
Joined to the first of Heroes is her Name.
And Deidamia shares immortal Fame.  ^ ^ ^ ^
On beholding this flattering answer, the heart of 
Deidamia seems to palpitate with joy and exultation - the 
king, her father, shares in her delight ; and every one 
crowds around the princess to congratulate her on her 
approaching happiness.
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ACT II.
The Scenery changes to the cave of the centaur Chiron. 
Near the shore is a small vessel just about to depart, with 
all her rigging, sails, oars, and banks of oar-men ready. 
The cave, which is covered with branches of wild foliage 
IS carpeted within with the skins of tigers, panthers, and 
lions. Besides the lyre, the walls are hung with helmets, 
bucklers, and lances : the cave is further decorated with 
statues of Mars and of Minerva.
Scene I. - The centaur, with extended arms and eyes fixed 
on heaven, seems lost in admiration of the skill of 
Achilles, who has just been throwing the javelin, and hit 
the mark at an immense distance ; he presses him to his 
bosom. The enthusiasm of Achilles affords a lively picture 
of his fondness for that exercise. The centaur now directs 
him to change it for that of wrestling ; then for throwing 
the discus. These occupations are followed by softer and 
more pleasing efforts of skill. The centaur seems to say, 
"come, charm my ear with the chords of yonder lyre ; but 
let them resound with manly music, - avoid the effeminacy 
of strains formed for luxury and voluptuousness. 'Twas by 
the sublimity of his music, that thy father Peleus obtained 
the favour of Thetis, in preference to two powerful rivals, 
Neptune and Jupiter." On hearing the martial sounds 
produced by his pupil, the heart of Chiron appears to 
exult. - Now he seems to say, "imitate in dance the noble 
attitudes of Pirithous and of Theseus." Achilles dances, 
while Chiron plays the lyre. - The centaur follows all his 
motions with his eyes, but if he at all deviates or errs, 
Chiron quits the lyre, re-animates him by gesture, or 
corrects his attitudes.
In the midst of these noble exercises, Thetis arrives in 
Chiron's cave. She immediately expresses her admiration at 
beholding her son make so great a proficiency under the 
instruction of his master. The centaur no sooner perceives 
her, than he testifies his profound respect ; and Achilles 
quits the dance to throw himself into his mother's arms. 
The goddess and her son remain a few moments in this 
interesting attitude, the heart of the centaur overflows 
with joy - happy, that his pupil adds to strength and grace 
of body such sensibility of mind. Thetis presses the young 
Prince in her arms, but her demonstrations of love are 
mingled with sighs and groans. At length, interrupted by 
sobs, she communicates to him the cause of her extreme 
distress, relates the horrid dream which haunts her 
imagination, and threatens her with the loss of her son 
before the walls of Troy. Instead of consternation at the 
news, joy brightens in the countenance of Achilles, the 
centaur applauds him - he seems to say, ®
thankful to the gods ; a glorious death is the best gift 
fate can bestow." Thetis imagining, she has discovered 
means to save her son from his menaced destiny, gives the
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to the two statues in his cave, exhorts Achilles ever to 
honour M^erva, to revere her laws, and to cherish and 
imitate the prowess of Mars.
ACT III.
The interior of the Palace of King Lycomedes.
Scene I. - King Lycomedes, seated on his throne, in his 
palace, observes his daughter and her companions perform 
various kinds of dances. Deidamia enjoys the pleasure of 
making her father happy and seems anxious to add to her 
talents, for the sake of increasing his satisfaction.
At this moment Thetis arrives, conducting her son by the 
hand - he is clothed with all the rich and elegant 
luxuriance of a young Grecian princess, his tunic is long 
and flowing, and Cupid with his torch precedes and guides 
them. From time to time he attempts to attract the 
admiration of the youthful Achilles, who beholds with 
disdain the urchin god, whom he had never seen before, and 
whom the centaur Chiron has portrayed in such odious 
colours. No sooner does Lycomedes perceive the goddess, 
than he descends from his throne, advances to meet her, and 
respectfully presents to her his daughter. Achilles and 
Deidamia behold eachother with surprise and admiration; 
their hearts seem to rush together with instinctive force
- never did a more fascinating object strike the eye of 
Achilles, never did so lovely a companion honour the court 
of Deidamia.
"Here, the goddess Thetis seems to say, is a maid whom I 
request you to add to the companions of Deidamia. I hope 
your daughter will find mine worthy of her." - "Your 
daughter? - O goddess, Deidamia seems to reply, I should be 
but too proud if she will condescend to call me her 
sister." Cupid, with a sarcastic air, congratulates 
Deidamia on having so lovely a sister; - he seems to say, 
"princess, if his heart resembles you as much as his form, 
the world contains not a model of so perfect a pair. "
Lycomedes and Deidamia reconduct Thetis, at her 
departure, with respect due to a goddess - then follows a 
tender parting between Achilles and Thetis.
Cupid, however, gives Deidamia and her companion to 
understand, that he does not take a final leave of them.
Lycomedes on his return, recommends the supposed daughter 
of Thetis to the care of Deidamia. Achilles being now left 
with Deidamia, cannot sufficiently admire her charms. On 
her part, she seems to say, "come, my lovely companion, my 
sister, since I am allowed to call you by that tender name, 
come, let us try some of these works." She then presents 
him with some embroidery and a distaff. The awkwardness of 
Achilles at all those works is easily conceived. At length 
Deidamia says, " perchance you couM learn to play the
lyre? I will show you what an agreeable sound it gives ;
- then, gracefully holding her lyre, she dances to its
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lyre, from which Achilles strikes the most brilliant and 
nervous sounds, and, without vaulting much above the earth, 
for fear of appearing too masculine for his assumed sex, he 
throws himself into noble and difficult attitudes ;
Deidamia is in ecstasies ; at length the charming pair 
finish by dancing together. While they are dancing, Ulysses 
arrives, disguised as an itinerant merchant - he 
respectfully salutes Deidamia and her companion ; he then 
displays, with great assiduity, all the ornaments adapted 
to the sex, which fascinate the young princess : she takes 
up now a ring, and now a garland of flowers, with which she 
alternately decorates her companion. But in the midst of 
these brilliant trifles the cunning Greek has concealed a 
sword. No sooner does Achilles perceive it, than his eye 
sparkles, his heart begins to palpitate - and his
enthusiasm shows, that, tho' in female attire, he is some 
youthful hero, or worthy to become one. Achilles handles 
the weapon with agility, a gracefulness, a warlike air, 
that astounds the beholders. "I know thee," says Ulysses, 
now seizing him by the arm ; thou art Achilles ; thou shalt 
march to the walls of Troy. Throw off this effeminate 
disguise : 'tis glory calls, can her voice be silenced by 
that of pleasure? Achilles is inflamed by the speech of 
Ulysses - he throws off his tunic - Deidamia is
thunderstruck, and covered with confusion : "Lovely
Deidamia," says Achilles, throwing himself at her feet, 
"there is no object in the world that I love like thee, 
except glory. I crave your pardon, but from the cradle I 
have adored her ; she is the first mistress of my heart." 
Deidamia forgives him, enraptured to discover under the 
form of so charming a companion, so accomplished a lover. 
But Cupid, who foresees that Bellona is about to gain a 
triumph over him, arrives at the Palace, accompanied by 
Thetis. The goddess declares to Lycomedes the artifice she 
had employed to preserve the life of her son, and asks his 
daughter in marriage for the young Prince. The love of fame 
is so strong in the heart of Achilles, that, 
notwithstanding the solicitations of his mother, he cannot 
resist the call of glory. Meanwhile the centaur Chiron, 
Menelaus, Diomede, and Ajax, all interested in the 
departure of Achilles, arrive at the same moment, and 
intercede with Thetis not to cut off her son from the 
career of honour, which lies before him. She consents, but 
on condition, that his nuptials with Deidamia shall be 
celebrated that very night. To these nuptials Mars and 
Venus are invited; the former presents Achilles with a 
lance, Thetis with a buckler, and Venus takes off her 
girdle to decorate Deidamia.
The whole concludes with a general fete.
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APPENDIX D JUSTINE 
Cast
D'Orenberg, Seigneur du Canton Mons Le
Blond
Conrad Meunier, Veuf Mons. Dubois
Felix, Fils de Conrad, et amant de Justine Mons. Coulon 
Alin, Jeune Villageios, Ami de Felix Mons
Theodore
Alexis et Simon , Jeunes Paysans Mess.
StPierre,
. ^ etSulivan
Le Magister du Bourg Mons
Boisgerard
Bazile, Garcon de Ferme ...
Victiore D'Ortenberg, Epouse du Seigneur Mde. Le
Blond
Germaine, Fermiers et Veuve Mad.
Spitalier
Justine, Fille de Germaine et Amante de Felix Mlle Brocard 
Laure et Agate, Jeune Villageoises Mlles.
Evelina 
Fleurot, et 
Pauline.
Villageois. Villageoises.
Paysans. Paysannes.
Tabellion.
Menetriers &c.
Suite de Seigneur,
Ecuyers de chasse.
Gardes de chasse,&c.
[The role of Bazile is unassigned in the printed scenario 
but the inclusion of M. Gosselin in the daces at the end of 
the ballet, together with the pairing of Theodore with 
Pauline and Fleurot with Gosselin, and the casting of 
Theodore in the minor role of Alin, makes it likely that 
the role of Bazil was taken by Gosselin.
The pas de quatre was performed by French dancers but the 
pas de huit by a group of dancers who might well be 
English. One of the group Sulivan certainly was and this 
group has echoes of the Pupils of Mr D'Emilie of the 1808- 
9 seasons. There is unfortunately no evidence that the pas 
de quatre was given to members of the hunting party and the 
pas de huit to the villagers but such a division of roles 
is probable.]
185
Scenario
Justine;
or.
The Broken Pitcher.
The stage represents a picturesque landscape. The spectator 
sees on his right an extensive farm, and on his extreme 
left, barns and stables between the second and third slips. 
On the same side, and directly opposite the farm, on a 
small grassy elevation, stands a pretty umbrageous bower, 
formed of jasmines, hyacinths, gillyflowers, &c. and 
surrounded by a bed of choice flowers; within this bower is 
a small statue of Love, placed on a pedestal.
The bottom of the scene represents three small hills, 
traversed by paths of communication, which lead to the 
summit of the third eminence, on which the parish church is 
situated, in the centre of the village.
The dwelling of Conrad is at the foot of the first hill, on 
the side of the rivulet which furnishes the mill with 
water; a wooden bridge leads to the entrance of the house. 
The scene opens at the sunrise of a fine summers day.
Scene I
Conrad, his sons, and the men of the mill, are loading the 
mules with sacks to send to the village. Felix, whose looks 
are directed towards the farm, is inattentive to his 
labour; his father frequently remembers him of it.
Scene II
The widow Germaine goes gaily out of the farmhouse, an air 
of content brightens her countenance.
Scene III
Conrad sees Germaine - contemplates her with earnestness, 
and manifests by his forwardness the tender sentiments 
which have a long time inspired his bosom. He gets rid of 
his men quickly, and sends Felix to the market, which gives 
him visible chagrin.
Scene IV
Assured of his son being out of the way, Conrad runs after 
Germaine. Kind address of the one and amicable reception of 
he other. Affectionate compliments of the miller; he traces 
in his joyous rapture, the picture of a happy couple to 
Germaine, who smiles; finally, propositions of marriage, 
rejected by the farmer's widow, with whom sadness and 
regret suddenly take the place of gaiety. The more he 
insists, the more she expresses her sorrow at the loss of
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curiosity, and shews a malicious satisfaction. At the same 
time, her unquiet countenance searches in vain for the 
of her predilection, Felix, whom she loves.
The farmer's widow, in confusion, instantly seizes this 
pretence to disembarrass herself of the importunities of 
Conrad, who retires pretty well satisfied with the result 
of his first attack, expressing his hope to triumph in a 
second.
N.B. These preliminary scenes (2,3,and 4) are, as may be 
observed, simultaneous, and form as it were, but one, as 
the action of Germaine takes place in he same moment as 
that of Conrad with his son, up to the departure of the 
latter.
Scene V
Germaine orders Alin to drive the cattle to the stables. He 
goes. She indulges herself in pleasing reflections. The 
love of the miller, and the propositions he has made, 
flatter her vanity and awaken her coquetry. She regards 
herself with a feeling of exultation: then she makes
Justine come to her, and after reprimanding her slightly 
for her curiosity, and more particularly for her smart 
dress on a working day, she bids her go and milk the cows 
Alin has brought back from the mountain. Justine takes her 
large milk pitcher, and proceeds to the stables.
Germaine goes home with a radiant but preoccupied air.
Scene VI
Felix, on his return from market, appears at a distance 
at this moment. He descends the three hills with rapid 
steps, and does not stop until he has passed, with due 
caution, by his fathers house. His eager looks in vain seek 
Justine near the farm. In his despair at not discovering 
her, he attempts a hazardous but useless method to make 
himself perceived or understood. He determines to climb the 
staircase which conducts to the gallery of he story of 
Justine's chamber. He ventures to look through the panes. 
Germaine, who from her chamber at the other angle of the 
same gallery witnesses this act of boldness, withdraws in 
haste to appear suddenly at her daughter's window, and 
opens it briskly. Felix, transported, thinks he sees 
through their glass the daughter instead of the mother, but 
finds himself disconcerted on catching hold of the head of 
Germaine, and in his fright makes but one bound from the 
gallery to the earth, and flies quick as lightning to his
father's house. ^
This dangerous leap makes the widow tremble. The agility 
of Felix, who has reached his home already, makes her easy. 
She goes in.
Scene VII
the farm.
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on seeing this, Felix is transported anew. He leaps at 
the first spring the whole length of the path, and the 
second precipitates him before his dear Justine. She is 
seized with fear, from which the attentions and presence of 
Felix were scarcely able to recover her. He seizes the milk 
vessel, which she nearly drops, and places it at the 
entrance of the bower.
Justine , come to herself, fears to displease her mother, 
and wants to take up the vessel and fly.
Felix prevents her, and demands as a favour a minute's 
conversation. The timid Justine refuses. He redoubles his 
entreaties. She cannot afford him a moment. She softens her 
obstinate resistance to his demand by telling him, with the 
most interesting ingenuousness, that her refusal is 
contrary to the wish of her heart. Emboldened by this sweet 
avowal, Felix makes a fresh effort. His beloved consents to 
hear him at last, but only for a moment. Here a mutual and 
candid disclosure of the pure love which inflames them. 
Their hearts are unfolded - a gay and graceful dance is the 
result of this change - but the time has fled too rapidly - 
the hour is urgent. Justine will and must depart. Felix, 
from gratitude, does not oppose her, but still, overcome by 
the excess of his fond passion, he demands, before they 
part, a pledge by which they may each be bound, a pledge of 
the purest affection - "the first kiss of Love."
Justine, alarmed at his bold demand, rapidly retires. He 
follows her, presses her, bends over her beautiful 
countenance, as if to snatch that which she fears and 
trembles to grant. A strife betwixt modesty and rural love. 
The resistance of Justine has exhausted her efforts, but 
the disorder of Felix and the prospect of danger reanimates 
her a moment. She commands him, in a menacing tone, to quit 
the place if he does not wish to encounter the resentful 
and implacable anger of her mother. Felix, in his delirium, 
is deaf to her voice. Obstacles but increase his audacity, 
his transport; the state of Justine in tears, the evident 
confusion of her senses, and the feebleness of her 
resistance, all invite Felix to profit by e moment. He 
springs towards her, seizes the arm which she extends to 
oppose him, his eyes are sparkling with passion. Justine 
trembles, and falls on her knees upon the green —  ^he at 
length ravishes the kiss so long ^ desired; but in the 
exstacy of his triumph, his leg strikes the milk pitcher, 
overturns it, and breaks it to pieces.
Picture. [Tableau.}
At this sight Justine expresses he most afflicting 
inquietude, and cannot refrain from weeping. Felix in vain 
tries to calm her. His offers and promises to repair the
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goes to place them on he pedestal of the statue in the 
bower, as the first offering to Love.
Scene VIII
Justine still remains in consternation; but the 
appearance of her mother strikes her with fresh terror. 
Germaine, looking round, perceives Justine, runs to her] 
and sees her in tears, Felix confused and frighted, thé 
pitcher broken, and the milk wasted. At first she is struck 
with astonishment, and then gives free course to her 
indignation. Justine turns pale. Felix seems petrified. The 
widow, observing with angry eye the spot of the new scene, 
is ready to fly at the miller's son, who, with eyes still 
to the ground, is not less listening to he thundering 
storm. He runs from it as fast as his limbs will carry him, 
and darts into his own house like an arrow.
Scene IX
Poor Justine's turn is come. The violent reproaches of 
her mother overcome her. She only answers by tears. 
Germaine loves her daughter, and cannot see, without being 
moved, the sorrow into which she is plunged. Germaine turns 
from time to time towards the house of the culprit, with 
menacing gesticulations - afterwards, considering the 
damage which his temerity has caused, she reflects that a 
full and prompt reparation will be more advantageous than 
vain anger. She orders Justine to enter the farm-house, and 
not to leave it without permission. Justine obeys.
Germaine goes to the dwelling of Conrad, and knocks on 
the door. The miller himself comes to it, surprised, and 
happy to see again so soon his dear neighbour. He augurs 
from this unexpected visit, that the widow has accepted his 
offer, and that she is as much desirous as he is to marry 
again. This idea delights him. He invites her to enter his 
dwelling, or rather her own, for he expresses, by his 
gallant behaviour, that his house, his mill, his goods, and 
his heart are her property beforehand. Germaine thanks him 
with due gravity for his compliments: she calls him apart, 
and says she has something important to communicate to him.
Scene X.
They walk towards the farm; arrived at the place of 
offence, and being certain that they are not observed, 
Germaine prepares to make her confidential communication. 
She has already opened her mouth with calmness and due 
deliberation, when the fear of the past, the j^resent scene 
of scandal, and the view of the wrecks of the pitcher, 
suddenly change her temper, and throw her i^to such a fury, 
that the miller draws back astonished. The surprise he 
manifests is the more strong, because he by no means
heart again. The
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Germaine. (Interrupting him.) Do you know what has
happened?
Conrad. No.
Germaine. Hold — Looki Seel Judge for yourself 1
Conrad. The Devil! This is a serious thing, neighbour!
The pitcher broken and milk spilled! It is thus, 
then, that you amuse yourself by throwing down 
maidens! Ah, ah, thou shalt lose nothing by 
waiting. Thou shalt pay for it! (Turning to
Germaine.) Neighbour, he shall be punished: he 
shall perish under my blows.
Germaine. (Quite softened.) Would there be no other method?
Violence is good for nothing - there must be a 
reconciliation more agreeable to the young 
people, and to ourselves.
Conrad. Eh! Yes! I have it! I think I have found it out
, and if you agree, this event shall fill up the
measure of my wishes band our mutual happiness. 
Germaine. (With eagerness.) Let us See! Speak! quickly! 
Speak!
Conrad. I think, then, my pretty neighbour, that we must 
make the result of a single accident a double 
felicity - a double marriage; your daughter with 
my son, and you and myself. They may occupy your
farm, and we my mill - what say you to this?
Germaine. (Feigning embarrassment.) But! It is..-our 
children..very well - but we!- 
Conrad. (Cheered by hope.) And we also, why not then? The 
two households will be united, and our felicity 
doubled, as I have before said.
Germaine. (With an air of assent.) Very well! Since you 
make this a condition in the establishment of our 
children, my love for them makes me conform to 
your wishes. So, neighbour, here is my hand, and
I would not give you that but with my heart.
Conrad. (Seizes her hand, which he covers with kisses,
and makes a thousand extravagances from his joy.)
[During this scene Felix several times, examines what 
passes from between the half-closed door; he hears, above 
all, the agreement of his father and the widow - and
exhibits the most lively joy, well persuaded that there 
will follow for him and Justine the same harmony and a
speedy union. He suddenly enters.]
Scene XI.
Conrad and Germaine separate only to fetch their
respective children; to bring them in the presence of each 
other, and to interrogate them on their mutual sentiments. 
Germaine departs the first. Conrad remains a moment, and 
felicitates himself on his success; elated with pride and 
joy, he directs his steps towards his own house.
Scene XII
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cheerfulness. Felix inquires of his father his real 
intentions, and declares, with so much warmth, his love for 
Justine, who blushes, but conceals her joy, that Conrad 
stands astonished.
. Justine, interrogated by her mother on her real 
inclinations, hesitates at first, afterwards sighs, and
placing her hand upon her heart, looks at Felix and her 
mother.
[Here Germaine and Conrad make an understood signal, and 
suddenly exhibit a show of great anger, which they had 
previously concerted.]
They feign an excessive irritation (which costs them much 
difficulty to carry on), and multiply reproaches and 
menaces against their children, speechless and in despair 
at having so frankly avowed their mutual affection.
Conrad and Germaine, whom they avoid, go, and seizing 
their hands, lead them to the middle of the stage - to 
place them in each other's arms, where they embrace in 
rapture, mingled with surprise and fear, while Conrad takes 
the hand of the widow, and presses it affectionately.
A new astonishment, but an extreme pleasure, for the 
attentive young couple, who deliver themselves up to an 
excess of joy.
Conrad, delighted, and eager to complete his work, 
demands that the marriage take place the same day. The 
proposition is unanimously approved. Germaine smiles, Felix 
is in heaven - and Justine, secretly enchanted, appears 
modestly to subject her will to that of the heads of the 
two families.
The Miller, ever active, calls together his people to 
make known the happy news, whilst Alin, Bazil, &c. &c.
arrive at the moment, astonished to learn the tidings, and 
pleased, above all, to participate in the general 
rejoicing.
Alin takes on himself to request the company of the 
schoolmaster and the notary. Conrad and Felix take leave of 
Germaine and Justine. All go to prepare for proceeding to 
the church.
Scene XIII
Bazil precedes the schoolmaster, gesticulating, 
grumbling, and indignant at what he has just heard. He 
cannot imagine that Germaine has given her daughter to he 
son of a miller, a girl whom he himself but lately honoured 
with his regard and desires. "In default of the girl," said 
he, "I was willing to look towards the mother; and behold, 
she has given her hand to a rustic, to a perfect clo^, in 
preference to a man endowed with all the gifts of mind and 
body." He becomes outrageous, and wishes to
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Justine, carrying nosegays and ribands, and coming to be 
witnesses of the new alliances.
These scenes redouble the anger of the fierce and morose 
schoolmaster, who is indignant that no one takes notice of 
him. He is on he point of shewing his authority at the same 
moment in which the couples of the farm and mill come to 
join their good friends, the kind congratulations of whom 
they receive with that courteous and frank gratefulness 
which characterises their simple manners.
Every vexatious method that is employed by the 
schoolmaster to draw attention and respect towards himself, 
is in vain: he remains unnoticed.
Finally, to make himself seen, he breaks through the 
groups, places himself in the centre of the assembly, and 
commands silence.
They look on him; they are astonished at such a command, 
and give him a hearing.
But the jeering audience soon terminates in laughing and 
yawning. The affianced steal away slily; the company 
imitates them, one after the other. The orator already 
finds himself alone, while his angry eloquence is still 
directed to his assembly.
His disappointment, his wounded pride, when he sees 
himself preaching alone in the desert, lead him to seek 
revenge; but the sound of hunting horns draws off his 
attention and interrupts his ridiculous freaks.
Scene XIV.
Appearance of the lord, returning from the chase, with 
his lady. Victoire, and a numerous train. They seem 
excessively fatigued. Servants receive orders to demand 
refreshments at the farm. The schoolmaster officiously 
tells the lord that the farm is abandoned, owing to two 
extravagant weddings - all is matrimony - a new and 
respectful harangue of the schoolmaster is prevented : he 
presents rural seats to the noble hunters.
Scene XV. and last.
Return of the weddings; homage rendered to the lord; kind 
reception and congratulations on the part of the last. He 
respectfully invited to the fete, and 301ns it as well 
his lady. Mad. D'Ortenberg.
The Dance (Divertissement de Danse)
General Dance
Pas de Quatre ^ 4.
Mesdemoiselles - Rosalie Guet, Geneveau, e a re,
Vasseur. , ^
Pas de Deux
Monsieur Theodore, Mademoiselle Pauline.
Pas de Huit
Messieurs St Pierre and Sulivan
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Pas de Deux 
Monsieur Coulon, Mademoiselle Brocard.
[Felix and Justine, during this pas de deux, are surrounded 
by all the young girls, curious to observe the most minute 
movements of the young couple. Felix stops in passing 
before the bower, contemplates with delight that abode of 
happiness; he recalls to Justine the lucky accident which 
was the cause of their union. Justine turns aside her head 
and blushes. The girls appear attentive and eager to 
penetrate into the mystery. Felix is on the point of 
satisfying them; Justine fears his indiscretion, puts her 
hand before his mouth, and takes him away to dance with 
her, leaving the young peasant girls to their conjectures.]
Pas de Deux.
Monsieur Gosselin, Mademoiselle Evelina Fleurot.
Pas de Six.
Messieurs Coulon, Gosselin, Theodore,
Mesdemoiselles Brocard, Evelina Fleurau(sic), Pauline.
General Dance and Conclusion 
Picture. (Tableau.)
Felix and Justine grouped towards the farm, surrounded by 
their intimate friends. Conrad and Germaine near the mill; 
the peasants, male and female, in front of the farm. The 
villagers, male and female, on the eminence and near the 
mill, the children dispersed on the first and second 
eminences.
FINIS
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APPENDIX E. Contemporary Printed Ringraphi==
p'Emilie, James - This highly distinguished ballet-master, 
IS the eldest son of Mr. Peter D'Egville, of French 
^ ^  born in England. He received professional
instructions from his father, and M. Dauberval of Paris. He 
married Miss Berry, who belonged to the Opera-house for 
several years.
In 1795 he was engaged by the propietors of Drury-lane 
theatre, for whom he got up a grand pantomime ballet, 
called Alexander the Great; or. The Conquest of Persia, 
which met with considerable applause. He also assisted in 
the procession, &c. of Pizzaro. He left Drury-lane for a 
few seasons, and gave his services at the Opera-house, 
where his ballets were successful. Since his return to 
Drury-lane theatre he has brought out The Forty Thieves, 
and various other spectacles of deserved celebrity.
[Gilliland, Thomas, The Dramatic Mirror. London 1808.]
Mr. James Harvey D'Egville is the eldest son of Mr. Peter 
D'Egville. The family root is French, but this branch of it 
pullulated first in England. He owes his education, which, 
if at all philosophical, was peripatetic, that is relating 
to the foot, principally to his father and Mr. Dauberval of 
Paris. He married Miss Berry of the Opera-House. In 1796 he 
was engaged at Drury-Lane theatre, when he got up a 
pantomime called Alexander the Great, and he did the same 
favour to the pantomimicry of Pizzaro, Caractacus, &c. He 
is now ballet-master at the Opera-House, where he gives 
considerable satisfaction, although he is with some taste 
and invention, far from abounding in knowledge and 
judgment. We must remember, however, that his business is 
almost exclusively with the legs, to "teach lavoltas high 
and swift corantos," and it is not a question that he has 
produced several very good ballet-dancers. But as we like 
the treason, though we hate the traitor; so we delight in 
the dancing of his pupils, while we detest the original 
cause of it - the averice and depravity of the parents. See 
some just remarks on this subject, signed H.R. in the 
Examiner, Feb. 26. "In addition to these shadows, Mr. 
D'Egville has," says this writer, "a numerous troop of 
infants, that are brought forward in the ballet, for no 
purpose that I can imagine, unless it is to shew that 
children can be kept awake till twelve or one o clock, and 
that rouge will artificially supply the colour, of which 
want of rest has deprived them." ^
mmmmrn
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